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PREFACE 


It is with a great joy and a sense of deep satisfaction 
that I welcome the publication of this scholarly work of 
unique importance and value. In fact, this is the first time 
that the miniatures of the Armenian manuscripts of New- 
Julfa, Isfahan, are being brought to the public knowledge and 
attention in such an inclusive, integral and impressive 
manner. 

Surely, many scholars both in Armenia and in the 
diaspora are aware of the collection of the Armenian manu¬ 
scripts preserved by the Armenian Church in the historic 
Cathedral of All Saviour in New-Julfa. The voluminous 
Catalogue of the manuscripts, prepared in 1902 by Smbat 
Ter-Avetissian, revised and completed by Levon Minassian, 
edited with scrupulous care by the late Director of Mash- 
dotsian Matenadaran of Erevan, Prof. Levon Khatchikian 
and his associates, and published by Calouste Gulbenkian 
Foundation (Vol. I, Vienna 1970; vol. II, Vienna 1972), made 
that collection more easily and extensively available to the 
scholars and intellectuals having special interest in the text 
and in the art of the Armenian manuscripts. 

It is, indeed, highly significant that the Armenian 
community in Iran did accumulate such a cultural wealth, 
part of which was produced in New-Julfa monastic center or 




in Isfahan or in other parts of Iran. The collection, however, 
includes a large number of manuscripts produced in Armen¬ 
ia and in other parts of the world. These were brought to 
New-Julfa by the immigrants in the beginning of the 17th 
century, or later, by people who acquired them in different 
countries and donated them to the All Saviour’s Cathedral or 
to other churches in New-Julfa. 

In 1971, when I was called to serve the Armenian 
community in South Iran, having my headquarters in All 
Saviour’s Cathedral of New-Julfa, I became fascinated by 
this cultural heritage of such a varied nature and scope. 1 
tried, with the help of the Diocesan Council and of Calouste 
Gulbenkian Foundation, to provide better conditions for 
preservation, exhibition and study of the manuscripts and 
other objects of art. In this effort, I was immensely helped by 
a devoted friend and an experienced specialist. Prof. Arpag 
Mekhitarian, Secretary General of Queen Elisabeth Egypto¬ 
logical Foundation of Brussels, Belgium. He twice came to 
Isfahan, in 1971 and 1972 and helped us in the organization 
of the newly built museum as well as in the study of the 
miniatures of the New-Julfa collection of manuscripts. He 
worked hard and made slides both in colour and in black and 
white for the scientific study of the manuscripts and their 
miniatures. 

Miss Sirarpie Der Nersessian, the internationally known 
and highly renowned expert on Armenian manuscripts, being 
deeply interested in the artistic values of the New-Julfa school 
of miniature, warmly accepted to study the miniatures on the 
basis of the rich material collected and classified by Prof. 
Mekhitarian. The latter had a number of sessions in Paris 
with Miss Der Nersessian discussing all details related to the 
study of the various historical, textual and artistic aspects of 
the manuscripts and the miniatures. 

In their substantial contributions to this volume, they 
present in a masterly way all the characteristic aspects and 
salient values related to and embodied in the manuscripts 



and miniatures under study in this publication. I am not 
competent and cannot dare to add anything in this respect. 
In the brief historical survey that follows this preface I have 
only hinted at the formation process of the New-Julfa 
Collection on the data provided by Mr. Levon Minassian who 
devotedly has given so much of his time and energy to the 
study of the history and cultural heritage of New-Julfa, in 
general, and of the manuscripts, in particular. I want to put 
on record my deep appreciation for his most valuable 
contribution. 

I regret that the publication of this volume was delayed 
due to circumstances above my control. I am grateful to Miss 
Sirarpie Der Nersessian and Prof. Arpag Mekhitarian for 
their patience and diligent pursuance of the preparation and 
publication of this volume. 

This book owes much to the members of the Diocesan 
Council of New-Julfa, who under the leadership of Arch¬ 
bishop Mesrob Ashjian, my successor as Diocesan Prelate 
and of his successor Bishop Gorun Bahian (presently in 
office) made everything possible for seeing this volume come 
to life and thus this cultural service rendered to our people, 
to Iran and to mankind. 

I take this opportunity to thank also Calouste Gul- 
benkian Foundation of Lisbon, Portugal, for their encourag¬ 
ing interest and contribution towards the preparation of this 
book. 

It is my hope that soon after this publication in French 
and English, the Armenian edition will follow for the benefit 
of the Armenian people in Iran and in other parts of the. 
world. 


With a heart full of joy, I recommend this book to all 
such people who love and cherish spiritual and cultural 
values so eloquently displayed in this or in other, similar, 
works dedicated to the study of the Armenian cultural 


tradition. In these present times of the 20th century, which 
are so often depicted as «times of crisis of cultures», when we 
all need a real, open and dynamic dialogue of cultures, such 
publications in my reckoning transcend the boundaries of 
purely national interest. They acquire a dimension of human 
concern in the noble sense of this word and on a world-wide 
scale. 

May this publication be a modest but sincere and genuine 
contribution to that dialogue of cultures. 


KAREKIN II 

Catholicos of the Great House of Cilicia, 

Antelias, Lebanon. 


8 



INTRODUCTION 


THE ARMENIAN CULTURAL HERITAGE IN IRAN 
(Brief historical survey) 
by His Holiness Catholicos Karekin II 


From earliest times of human history, an unbroken link 
has always existed between Iran and Armenia. The geogra¬ 
phical neighbourhood of the two countries, the ethnic affin¬ 
ity between the two peoples, continuous cultural, social, 
economic and religious relationships have produced that 
close association which has been one of the most salient 
features of their common history. 

In the context of this common background, one can 
easily and adequately understand why the Armenian people 
have found a warm home in Iran even after their having 
adopted the Christian faith as their national religion begin¬ 
ning from the first decade of the fourth century. 

Of course, here one cannot condense the whole story of 
the Armenian Christian presence and witness in Iran. What I 
intend to do is just to underline some aspects and single out 
some facts which, as I believe, can illustrate and highlight the 
significance and role of that presence, particularly in the 
field of cultural heritage. 


F irst of all, it is highly significant to emphasize a basic 
fact and distinctive feature of Armenian Christian witness in 
Iran: for Armenian Christians, Iran was not, so to speak, a 


country of mission, in the modem understanding of that 
term. Iran had known Christianity from the earliest times of 
apostolic preaching. When Christianity was first introduced 
in this part of the world, that is to say, beyond the frontiers 
of East Roman Empire, namely in the easternmost regions 
of Asia Minor, north-eastern regions of Ancient Syria and 
Mesopotamia, the Apostles and their immediate successors 
did not know any boundary between East Syria, Mesopota¬ 
mia, Armenia and Persia. In fact, the people of these coun¬ 
tries lived in such a state of close association that they 
shared the same Christian traditions handed down to them 
by the first Apostles and their disciples. 

Thus, beginning from the first century, the Christian 
faith had been preached in Edessa, in the Kingdom of Osro- 
hene. It penetrated also Armenia and Persia in the same 
century. As Tournebise has said : «From Osrohene the faith 
undoubtedly had shown forth quite early to the East; between 
Edessa and Armenia the distance was not great. Long before 
Bar-Hebraeus 1 , the alliances and frequent interpenetrations 
between Parthians, Edessenians and Armenians had justified 
the following remark of the famous monophysite Patriarch : 
Parthians or Persians, Parthians or Edessenians, Parthians 
or Armenians, all are one» 2 . 

Therefore, ties of origin were, indeed, very strong in the 
first centuries among these Christians who held the same 
Christian heritage. And this common nature of their origin 
and initial Christian witness left a permanent mark on the 
later centuries of their varied histories. 

It is a very well known historical fact that ecclesiastical, 
jurisdictional disputes, personal rivalries among Church 
leaders, theological controversies, conflicting political alle¬ 
giances, nationalistic tendencies, in the later centuries, 
brought dissensions among the Christians not only in the 
Roman, and, later, the Byzantine empire, but also in the 
Sassanian empire. With all the schisms that separated the 
Christian Churches, the sense of affinity, that common shar- 



ing was not completely lost among the Christians of the 
countries mentioned above. Thus, the Syriac and Armenian 
traditions grew almost together, with mutual influences and 
inter-penetrations. 

It is equally true that there were times when Christians 
as the followers of a new religion, which was contrary to the 
established one, the Mazdaean faith, traditionally institu¬ 
tionalized in the centuries-old structures of the country, suf¬ 
fered persecutions in Iran as this happened in other parts of 
the world such as the Roman Empire. There were also times 
when Christianity was not only or merely tolerated but also 
favoured by Sassanian Kings. 

In one word, Christianity continued its existence in Iran 
all along the centuries, without interruption, having passed 
through days of growth and days of tribulation, but never 
ceased to exist and bear witness. As Cardinal Tisserant has 
already stated, «La chretiente de Persidie ne disparut pas» 
(Christianity of Persia did not perish). 

Therefore, when the Armenians in growing numbers 
came to settle in Iran, beginning from the 11th century, there 
already existed a living experience of Christian faith and life 
in this land with which they were quite familiar due to their 
association with it in the past centuries. 


With this background of constant relationships bet¬ 
ween Iran and the Armenian people, one is justified in saying 
that there have always been Armenian Christians in Iran. 
When Iran came under Islamic rule, Armenians continued 
their presence in the country. But one must admit that it was 
only from the 11th century onwards that organized commun¬ 
ity life came into being. In fact, it was only after this century 
that segments of Armenian people were deported from Ar¬ 
menia to Iran first by the Seljuks and later by the Mongols 
when they successively invaded Iran and Armenia in the 11th 
and 12th centuries. 
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Armenian chronicles and other historical documents, 
such as manuscript colophons, bear evidence to the existence 
of Armenian Churches and even of bishoprics, beginning 
from the 12th century. One of the most eloquent testimonies 
to this effect is the reference to two Armenian bishops from 
Northern Iran who participated in the famous Armenian 
Church Council held in Hromkla (in Asia Minor, between 
Armenia and Cilicia) in 1179. The bishops are referred to as 
diocesan bishops of the provinces of «Her and Zarevand» 
and of «Salmasd and the throne of Persia». This obviously 
implies that the Armenians were settled in these northern 
regions much earlier. 

Apparently, the major concentration of the Armenian 
communities was in the north, Tabriz being the centre. In 
many Armenian manuscripts of the 14th and 15th centuries 
we find abundant references to the Armenian communities 
in Khoy, Marand, Salmasd, Maragha, Sultanieh, where there 
was even an archbishopric. 

It is important to note that the first Roman Catholic 
missionaries who came to the Middle East after the Crusad¬ 
ers, entered into relationship with the Armenian Christian 
communities in Iran, particulary in Maragha and Sultanieh. 
The famous Dominican missionary, Bartholomew of Bo- 
logne, established his headquarters in Maragha where he met 
a great number of Armenians who came from different parts 
of Armenia looking for greater knowledge through the scien¬ 
ces of the time. Some of these were converted to Roman 
Catholicism. It was out of this encounter between Roman 
Catholic missionaries and Armenian Church divines, such as 
John of Kemi, that emerged a new movement for union with 
Rome which was later organized into a Religious Congrega¬ 
tion attached to the Dominican Order under the name of 
nFratres Unitores». But it did not survive very long because 
the Armenian Church maintained firm its independent sta¬ 
tus and local, national character. 

The considerable amount of manuscripts which have 
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been copied and illuminated in this northern region of Iran, 
indicates that the cultural life of the Armenian Church was 
quite rich and productive 3 . 


i he major flow of Armenians to Iran which made the 
Armenian witness richer in content and more fruitful in 
terms of concrete achievements for the country, on economic 
and cultural grounds, was the deportation of very large num¬ 
bers of Armenians by Shah Abbas the Great in the beginning 
of the 17th century. The largest segment of them were given 
a piece of land on the southern bank of the river Zayende- 
rood, near Isfahan, which they built into a lovely town called 
New-Julfa, after the name of their former and prosperous 
city of Julfa on the river Araxes from where most of the 
immigrants came. Other Armenians were taken to rural re¬ 
gions such as Tcharmahal and Fereidan. 

The story of this major, impact-making Armenian 
settlement in Iran has now become a well known page in 
Iranian and Armenian history. It needs no elaborate presen¬ 
tation. According to contemporary Armenian historio¬ 
graphers, and 17th century foreign travellers, the Armenian 
people soon recovered their economic strength and rebuilt 
their community life on religious, educational, cultural 
grounds. Being already experienced traders travelling to and 
fro between Iran, Europe and the Far East, they greatly 
contributed to the improvement of foreign commerce in 
Iran. John Carswell, having carefully scrutinized the 17th 
century travellers’ accounts, has recognized that «one of the 
more fascinating aspects of the establishment of the Armen¬ 
ians in Persia was the speed with which they organized their 
international markets» 4 . 

Having inherited from their motherland, Armenia, a 
deep attachment to their Church, which for centuries had 
been for them a spiritual and national home, they imme¬ 
diately focused their common efforts on building new chur- 




ches in their new homeland. Rich merchants, wealthy 
«Khodjas» offered large contributions in this respect. Some 
of them became benefactors of entire churches both for the 
architectural construction and the interior paintings. 

The most important of these church institutions was the 
monastery of All Saviour’s with its Religious Order or Com¬ 
munity, its Theological School, its copyists and illuminators 
of manuscripts, its printing press, the first in Iran. Indeed, 
one is deeply impressed when one realizes that in the first 
half of the 17th century these new immigrants to Iran created 
such a flourishing monastic centre that it soon became one 
of the most important, dynamic and influential centres in the 
rise and growth of the 17th century Armenian cultural 
renaissance movement both in Armenia itself and among the 
Armenian communities scattered all over the world but 
more especially in Iran, Syria, Constantinople, Europe and 
the Far East. 

Three major trends can be clearly seen in this new and 
flourishing centre of Armenian creative presence in Iran : 

1. The first one was the education of the people both on 
religious and secular grounds. The most eloquent sign of 
their orientation was the establishment of a Printing Press 
being entirely invented in all its constituent parts by the 
monks of All Saviour’s themselves, under the enlightened, 
and enlightening, leadership of the abbot, Vardapet Kha¬ 
chatur Kesaratsi (of Caesarea, in Cappadocia). The purpose 
of the creation of the printing press was the spread of know¬ 
ledge to the people, in the first place, of course, religious 
instruction, due to the dominant religious spirit and intellec¬ 
tual and social climate of the time. Thus, the «Book of 
Psalms» (1638), «The Lives of the Fathers» («Vark Ha- 
rants» as it is usually known - 1641), and later publications 
were not destined only for liturgical use or solely for the 
reading of the monks, but had a broader purpose - the 
education of the ordinary people. 
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It is highly significant in this respect to underline the 
fact that it was here, in New-Julfa, that for the first time in 
Armenian history the idea of printing the whole Bible in 
Armenian version was given serious thought and was even 
put into practical implementation. However, the technical 
means being insufficient, unadapted to such a huge and de¬ 
manding project, the attempt proved unsuccessful. But the 
idea was taken to the spiritual centre of the Armenian 
Church, Holy Etchmiadzin, by Vardapet Oskan, a disciple 
of Khatchatur Kesaratsi. The Head of the Church, the 
Catholicos of the time, Hakob, called Djoughayetsi (of Jul- 
fa), again a disciple of the New-Julfa Theological School, 
delegated Vardapet Oskan to Europe with the commission of 
printing the Holy Scriptures entrusted to him. And thus, in 
1666, through the heroic, self-sacrifying efforts of Oskan, and 
with the help of Armenian merchants, again from New-Julfa, 
the whole Bible was printed in Amsterdam, Holland, and is 
considered the masterpiece of Armenian printing of the 17th 
century. 

The spread of the Word of God to the people of God! 
What else could be a greater service to the people, particular¬ 
ly in those times when the people had no direct and easy 
access to the written word ? 

Therefore, the New-Julfa Armenian monastery of All 
Saviour’s was not only a place of contemplative prayer in a 
context of secluded life, in isolation from the people; it had 
an immediate link, a living contact with the people being of 
service to their spiritual and intellectual needs. And this was 
in pure harmony with the spirit of the Gospel and the cen¬ 
turies-old monastic tradition of the Armenian Church. 

2. This people-oriented tread of service could not have 
been an efficient one if the monastic center itself had not 
reached a stage of spiritual and intellectual growth which 
could enable it to expand and to radiate. Academically, it 
had to be highly qualified and adequately equipped in order 
to meet the intellectual needs of the people. And this is in 
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fact what we find in New-Julfa monastic centre, particularly 
in the first half of the 17th century. 

Thus, the Theological School grew in depth to such an 
extent that it began to be described as a «University». And, 
indeed, there are solid grounds for such a claim as we realize 
that not only the Holy Scriptures or purely Biblical and 
solely religious items were included in the curriculum, but, 
as one of its later students and 18th century Armenian his¬ 
toriographer, Khachatur Djoughayetsi puts it, «all the li¬ 
beral sciences, as well as the metaphysical ones» 5 , referring 
by this to the Mediaeval European monastic intellectual and 
educational traditions recognized under the terms «Tri- 
vium» (= grammar, rhetorics and logics) and «Quadrivium» 
(= arithmetic, music, geometry and astronomy), systems and 
items that were already being applied in the monasteries of 
Armenia itself. 

Here, in this School of Theology, besides the Holy 
Scriptures and the Church Fathers, Greek philosophers such 
as Plato and Aristotle, Philo and Porphyrus were taught. 
The students were acquainted also with the Scholastic theo¬ 
logy of the Middle Ages, and great figures such as Albertus 
Magnus or Thomas Aquinas were quite familiar to them 6 . 

I would like to single out two prominent figures: a) 
Simon the Rhetorician, whose two philosophical writings, 
«Grammar» and «Logics», were highly praised in his own 
time and re-evaluated recently through a scholarly mono¬ 
graph 7 ; b) John Merkouz Vardapet, whose philosophical 
and theological books and dialogues with Muslim leaders of 
thought, and his other treatises on the Christian principles of 
faith won an unmatched prestige for him in his own time 
(17th century); he was among the list of that glorious band 
of spiritual and intellectual leaders who were the graduates of 
the School of New-Julfa and the pioneers of the Renaissance 
movement in Armenian history. 

On the one hand, they followed their Fathers’ teachings, 
their traditional heritage, and, on the other hand, they did 
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never close their eyes to the outside world and the new 
dimensions in Christian theology, in philosophy and scien¬ 
ces. On the contrary, they were in constant touch with the 
new developments both in theology and in secular scien¬ 
ces. 

The seventeenth century was a most favorable time for 
these students of higher learning to promote and enlarge the 
scope of their education, because it provided them with 
facilities for communication with the European thought, as a 
considerable number of Roman Catholic missionaries had 
been working in Iran and had established daily contacts with 
the Armenian Christians. Again, a large number of Armen¬ 
ians used to travel to Europe and come in living contact 
with its religious and intellectual traditions. 

3. This same spirit of openness and liberal approach is 
made more manifest in the artistic tradition of New-Julfa. 
The local painters being brought up and skilfully trained in 
the traditions of the local art of miniature, illumination and 
ornamentation, soon entered the field of monumental oil 
painting by becoming acquainted with the techniques and 
styles of painting of the West of the 16th and 17th centuries, 
particularly of the Flemish art. The painted and ornamented 
Armenian Churches of New-Julfa are a most eloquent testi¬ 
mony to this spirit of openness 8 . Indeed, one is struck by the 
combination of three distinct styles of painting in the Arme¬ 
nian Churches of New-Julfa : Persian, Armenian and Euro¬ 
pean. 

This is distinctly apparent and strikingly impressive par¬ 
ticularly in the Churches of All Saviour’s monastery - usual¬ 
ly described as «Kilissa Vank» or « The Cathedral» - and of 
St. Bethlehem on the Nazar Avenue in New-Julfa. In this 
latter one we find the first attempt by Armenian artists to 
paint the walls with the miniature-style of painting taken 
from the elements of manuscripts illumination which flour¬ 
ished so richly in New-Julfa Armenian monastery in the 17th 
century, being inherited from their motherland, Armenia. 
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The 17th century Armenian Christian tradition in Iran, 
particularly in New-Julfa, Isfahan, had brought together, in a 
harmonious association, three elements in its artistic crea¬ 
tions : 

a) the Armenian element, being inherited from the cen¬ 
turies-old Armenian cultural background and having been 
kept alive; 

b) the Persian element, being fully integrated in the daily 
life and work of the people as part and parcel of their exis¬ 
tence; and 

c) the European element, being received from the West 
but adapted to the local conditions and thus transfigured into 
indigenous expression. 


I he Collection of the Armenian manuscripts of All 
Saviour’s is surely one of the richest constituent parts of the 
cultural heritage of New-Julfa, Isfahan. The monastery from 
the very beginning of its establishment in New-Julfa became 
a centre of creative production of manuscripts. Copying and 
illuminating manuscripts became a dominant and integral 
part of the cultural activity of the monastery. 

I do not need to elaborate on this aspect which is so well 
presented by the authors of this volume, the contents of 
which focus on the manuscripts and the miniatures them¬ 
selves. 


1 he growth of Armenian Christian witness in Iran was 
very much slowed down, almost halted, in the 18th century 
due to internal strife and quarrels between the Armenian 
Christians and Roman Catholic missionaries, on the one 
hand, and, on the other hand, to the intolerable political 
circumstances created by the invasion of the Afghans and the 
Turks and the internal quarrels among Persian rulers and 
feudal khans. The literature shifted to a large extent from its 
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educational character and purposes to the polemical nature 
and apologetic aims, in the narrow sense of these terms. As a 
result of heavy taxation and severe restrictions, a great num¬ 
ber of rich Armenians left New-Julfa and went to foreign 
countries, to Russia, India, Indonesia and other regions in 
the Far East. Although they always extended financial help 
to their original, mother community in New-Julfa, their 
departure reduced very much the manpower within the 
community itself and deeply affected the creative process of 
life. 

Fortunately, the 19th century brought some new vitality 
in the life of the Armenian community. Now, there were two 
important centres of Armenian Church life in Iran : Tabriz 
in the province of Azerbaydjan in the North and New-Julfa, 
Isfahan, in the South. In both centres, the main emphasis 
in Church activities fell on school education. Particularly in 
New-Julfa, in some church courtyards, such as St. Minas, St. 
Stephanus, the Holy Mother of God, schools were opened 
which later developed through united efforts into well organ¬ 
ized educational institutions as they came into existence to¬ 
wards the end of the century and in the beginning of the 20th 
century. 

The twentieth century introduced a radical change in 
the focus of Church life and witness. Due to the rapid growth 
and expansion of Teheran, the capital city, large numbers of 
Armenian people began to move from the provinces to the 
centre of the country. Prior to this massive move, there was a 
very small Armenian community in Teheran in the 19th 
century. Two churches still survive from that period. But it 
was only after the first quarter of the 20th century that the 
Armenian community in Teheran grew at an unprecedented 
pace and to such an extent that in 1944 a separate diocese 
came into being having its headquarters in Teheran city and 
extending its jurisdiction over the Armenian communities in 
the neighbouring towns, particularly towards the North. 



Today this cultural heritage is being carried on under 
the Armenian Church’s care and guidance. The Iranian Ar¬ 
menian community, who has such deep roots in Iran, contin¬ 
ues to be a creative part of Iranian society. Religious-cultural 
services are being rendered by three Dioceses in Teheran, 
New-Julfa, and Tabriz. 

The Armenian Cathedral and newly built museum in 
New-Julfa are being visited by Iranians and foreign travellers 
who are deeply impressed by witnessing to this centuries-old 
cultural heritage of the Iranian Armenian community in 
service to their people, to their country of Iran, to the world 
at large and, above all, to God in the Highest. 


' Gregory Bar-Hebraeus is a famous Syrian Orthodox (often described as Jacobite) patriarch 
of I3th century (1225-1286) who is well known as a theologian and historian with an extremely 
large amount of literary productions. 

1 F. TOURNEBISE, Histoirepolitique et religieuse de I'Armenie. Paris, 1900, p. 406. 

! A. Abrahamian, Brief Outlines of the History of the Armenian Communities in the Diaspora 
(in Armenian). Erevan, 1900, p. 247-248. 

4 John Carswell : New Julfa, the Armenian Churches and Other Buildings. Oxford, 
Clarendon Press, 1968, p. 4. The French traveller, Tavernier, wrote in 1677 : «Those people 
(i.e. the Armenians) in a short time became so expert, that there is not any sort of trade, which 
they will not now undertake, for now they run as far as Tunquin (Tonkin), Java and the 
Philippines, and indeed, all over the East except China and Japan.» 

5 History of Persia (in classical Armenian). Vagharshapat, 1905, p. 116. 

6 See Hr. Mirzoyan, Simeon Djoughavetsi (in Armenian). Erevan, University Press, 1971, 
p. 35-36. 

7 Hr. Mirzoyan, op. cit., p. 234. 

* John Carswell, op. cit. 
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A STUDY OF 
THE MINIATURES 

By Sirarpie Der Nersessian 


In the introduction to his catalogue of the manuscripts 
of New-Julfa, Mr. Minassian 1 has traced the history of this 
collection, which began with the foundation of the Monaste¬ 
ry of the Holy Saviour. He has recalled that in addition to 
those which were written at New-Julfa and the neighbouring 
towns there are older works, some of them brought by the 
immigrants, others, in greater number, acquired in the cour¬ 
se of time by the wealthy merchants of the town. The colo¬ 
phons added by the latter are eloquent testimonies not only 
of their desire to own precious works but also of their efforts 
to salvage these relics of the past. The collection which thus 
grew in the course of time comprises specimens of almost all 
the periods, save of the early centuries, and also of most of 
the important centres. Some of these are works of high artis¬ 
tic quality, others help us to have a better idea of the art of 
an individual painter or of a given area. The survey presen¬ 
ted herewith must not be considered as a survey of Armenian 
miniature painting; it is primarily concerned with the works 
of this particular collection but in discussing them I have 
attempted to indicate each time the connections with other 
examples of the same period or area, and whenever possible 
their particular contribution. In the following chapter, Mr. 


A. Mekhitarian describes briefly each manuscript and adds 
the informations given by the colophons. 


(') L.G. Minassian, Katalog der armenischen Handschriflen in der Bihliothek dcs Klos- 
lers in Neu-Djoulfa. Bd II (= «Calouste Gulbenkian Foundation Armenian Library». vol. 
18). Wien, Mechitaristen-Buchdruckerei, 1972 (in Armenian), pp. VII-XV. 

It is worth while remembering that Volume 1 of this catalogue was published under the 
same title in 1970, and likewise in Vienna (= «Caloustc Gulbenkian Foundation Armenian 
Library)*, Vol. 16), according to the descriptions drawn up by Smbat Ter-Avetissian in 
1902, and kept at the Matenadaran in Erevan. These descriptions were revised and corrected 
by the researchers at the Matenadaran (O. Eganian, A. Mathevosian, A. Zeytounian) and this 
new drafting was verified at New-Julfa by L.G. Minassian. 

Volume 1 covers 587 numbers. Volume II describes 177 manuscripts belonging to the 
Cathedral of the Holy Saviour, as well as 54 other manuscripts in the hands of private owners 
or in a number or churches around Peria. 

The numbering in the catalogue does not tally with the one in the manuscripts. In our 
text the figures between brackets refer to those in the catalogue (II meaning Volume II, where 
the list, instead of continuing the numbering of Volume I, begins afresh at n° 1). 



1 he oldest illustrated manuscripts in the collection at 
New-Julfa scarcely go back further than the second half of 
the twelfth century. Armenia was beginning at that time to 
recover from the disastrous effects of the Seljuk conquest; 
towns were organized and life resumed in the various monas¬ 
tic centres. Two artistic currents had co-existed during the 
period of independence: one influenced by Byzantine art; 
the other of a more markedly national character, having its 
roots in the ancient art of the Orient. The second current 
prevailed when, after an interruption of nearly a century, 
manuscripts began again to be decorated. These, often of a 
small size, are less sumptuous works than the older speci¬ 
mens. Gold is rarely used and the range of colours is quite 
limited, but the vivid hues give a certain lustre to the decora¬ 
ted pages and to the rare figurative miniatures. 

Gospels N° 561 (158) and 531 (159) present us with 
examples of the rebirth of illumination in the twelfth centu¬ 
ry. The semi-circular arches which frame the concordance 
tables, or canon tables, of Gospel N° 561 (158), the alternate¬ 
ly blue and red geometric motifs drawn on the columns, and 
the birds with stylized plumage perched on these columns or 
on the arches are in the line of descent of the decoration of 
many manuscripts of the tenth and eleventh centuries (fig. 1). 
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The median element of an open-work drum capped by a 
conical roof, both transformed into flat surfaces, shows the 
predominantly abstract character of the ornamentation. The 
portrait of Christ which is placed as a frontispiece (fig. 2) 
differs not only from other contemporary likenesses, but also 
from the miniature painted in the margin of folio 93 of this 
same manuscript, and has been added later. 

The decoration of the preliminary pages of Gospel 
N° 531 (159) is richer than that of the preceding manuscript 
and the range of colours is more varied (fig. 3). The sirens 
lodged in the comers of the chapter heading and whose tails 
blend with the stems of the ornamental foliage, the birds face 
to face above the rectangle, and the large initial formed by 
interlacing lines are related to motifs already employed in 
the eleventh century. The large cross, however, which takes 
up almost the entire length of the outer margin, hardly ap¬ 
pears before the twelfth century. In the middle of folio 103v, 
in the space provided by the scribe by shortening the lines, 
there is a man with a halo, standing full face, his hands 
raised (fig. 4). The gospel passage written on this page is that 
in which Jesus gives His disciples the mission of evangelizing 
the world (Matt. XXVIII, vv. xix-xx) and in the opinion of 
the painter this individual must portray Jesus blessing the 
apostles. But neither the conical blue cap nor the tunic 
decorated with red stripes correspond to the traditional cos¬ 
tume of Jesus. Nevertheless, the schematic and abstract style 
of this miniature shows the survival of an artistic current the 
oldest instances of which date back to the tenth century. 

Though modest works, these two manuscripts furnish 
elements which are not unimportant to the study of miniatu¬ 
re painting in Greater Armenia during the second half of the 
twelfth century. 


CILIC1AN MIN I A TURES 


At this time the political and cultural centre of the na¬ 
tion was located in the new home established in Cilicia, a 
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MS 561 (158) Gospel, 12th century. FoL 5v. Canon Table 
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MS 531 (159) Gospel, 12th century. FoL 3r. Beginning of the Gospel of Matthew 





barony raised to a kingdom in 1198. From the time of their 
arrival, the Armenians had founded monasteries where the 
monks engaged actively in the copying of manuscripts. The 
monastery of Mashkevor, founded according to tradition by 
T’oros I Rubinian, was one of the oldest religious establish¬ 
ments in Cilicia, and it is there, in 1187, that the scribe 
Vardan copied Gospel N° 56 (22). He was at the same time 
the illuminator of the manuscript, for the ornamentation of 
this Gospel is very close, as much in style as in choice of 
motifs, to that of Lectionary N° 121 of the Armenian Patriar¬ 
chate in Jerusalem, copied in 1192 by the scribe Vardan in 
this same monastery of Mashkevor. Gold, absent from the 
majority of contemporary manuscripts of Greater Armenia, 
reappears in the chapter heading of the gospel of Matthew, 
covered with a delicate light blue rinceau, and in the first 
page, decorated with a large cross (fig. 5). The mound on 
which this cross stands has been transformed into an orna¬ 
mental design decorated with trefoils, but the columns of the 
portico, surmounted by capitals imitating the Corinthian, 
draw closer to architectural forms. 

This architectonic character is much less marked in the 
corresponding miniature of Gospel N° 547 (28), illustrated 
in 1220 at the monastery of Ark’akaghin by the priest Var¬ 
dan, a namesake of the scribe and illuminator of the prece¬ 
ding manuscript (fig. 6). The demi-palmettes and the quin- 
quefoils of the large interlacing floral design which has been 
substituted for the mound, as well as the linear interlaces at 
the ends of the arms of the cross, repeat the forms which one 
sees in the contemporary sculpture and manuscripts of Grea¬ 
ter Armenia. As in the latter, a vivid red and a deep blue are 
the only colours used, and gold is again absent. 

This survival of forms belonging to the art of the home¬ 
land is quite a rare instance, because the delicate style which 
was to prevail in Cilicia appeared there as early as the second 
half of the twelfth century, in particular in the works execu¬ 
ted at the patriarchal see of Hromkla and at the monastery of 
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Fig. 4 

MS 531 (159) Gospel, 12th century. FoL 103v. Christ 






Skevra which shone with a particular lustre under the abbacy 
of Nerses of Lambron. It is there, in 1193, that the painter 
Kostandin illustrated for the above, and for his brother, 
Prince Het’oum of Lambron, the beautiful Gospel of the 
Library of the Mekhitharist Fathers of Venice, N° 1635. Two 
years later this same painter copied and illustrated for Api- 
rat, the brother of Nerses and Het’oum of Lambron, the 
Gospel N° 27 (24) of New-Julfa of which the illuminated 
pages have unfortunately been lost, save for the preliminary 
leaves of the gospels. The second famous painter of this 
monastery is the priest Grigor, from the monastery of Mlij, 
who finished in 1198 at Skevra the illustration of the Gospel 
preserved until recently at the residence of the Armenian 
Archbishop of Lwow. Grigor continued to reside at Skevra, 
and at the request of the priest Step’annos he copied there, 
in 1215, Gospel N° 546 (25), one of the gems of the library 
of New-Julfa. His death, supervening at an advanced age, did 
not allow Grigor to bring his work to an end, and it is his 
student and namesake, the deacon Grigor, who completed it 
the following year in the city of Tarsus. Unfortunately the 
latter does not specify, in the colophon which he composed, 
what constituted the lacunae which he was asked to fill, and 
only comparison with the photographs of the Gospel of 
Lwow, published by Father N. Akinian, may allow us to 
determine the part which pertains to each of the two painters 
in the illustration of the New-Julfa Gospel. 

In the lavish decoration of the Canon Tables, the har¬ 
mony of the compositions is combined with a variety of 
forms, drawn by a sure hand, and whose delicate colouring 
is enhanced by the gold background (fig. 8). These decorated 
pages are very close to those of the Lwow Gospel, as much 
in their general effect as in the choice and the arrangement 
of the constituent parts. We have in the two manuscripts the 
same type of rinceaux animated by birds whose tails are lost 
in the stems of the plants, the same birds perched in trees or 
on leaves, and the same forms of capitals or column bases. 
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Fig. 5 

MS 56 (22) Gospel dated 1187. Fol. 6v. Cross 
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Fig. 6 

MS 547(28) Gospel dated 1220. FoL 4v. Cross 






This close relationship is equally apparent in the ornamenta¬ 
tion of the preliminary pages of the gospels. While it is true 
that there is not an exact correspondence from one whole to 
the other, to judge at least by the two pages of the Lwow 
Gospel known from photographs, characteristic forms such 
as that of the bird whose spiral tail ends in the head of a 
dragon, or the snake coiled around another bird (fig. 9) are 
found again on other pages of the Lwow Gospel. In the 
Gospel of New-Julfa the letter of Eusebius is written inside 
a quatrefoil (fig. 7) instead of a frame like that of the Canon 
Tables, but there again the peacocks with necks intertwined 
around the cross and the dragons lodged in the spandrels 
repeat forms used on other pages of the Lwow Gospel. 

The resemblances could be due to the fact that in paint¬ 
ing these ornaments Deacon Grigor drew his inspiration 
from his master’s work. However, even more than the ana¬ 
logy of the decorative motifs, it is the style itself which 
relates these two manuscripts. One may observe at every turn 
the same sureness, the same lightness of touch, and we think 
that these ornamental pages are from the hand of the master 
himself. 

This close correspondence of the two manuscripts is 
no longer evident when one considers the portraits of the e- 
vangelists, of which two, those of Matthew (fig. 10) and of 
John, have been painted on separate leaves added to the 
gatherings. The calm postures, the serene faces, and the 
somewhat heavy forms of the evangelists in the manuscript 
of New-Julfa (figs. 10 and 11) contrast with the lively and 
expressive figures of the Lwow manuscript. The apparent 
relief of the draperies, falling in supple folds, also differs 
from the more linear style of the master. These differences 
cannot be explained by an evolution of the style of the latter 
between the years 1198 and 1215; they betray rather the hand 
of another painter. Deacon Grigor must have painted these 
miniatures; there, doubtless, lies the lacuna which he has 
filled. The iconographic formulae which he has adopted pre- 
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Fig. 7 

MS 546 (25) Gospel dated 1215-1216. Fol 3v. Letter of Eusebius 
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MS 546 (25) Gospel dated 1215-1216. Fol. 98r. Beginning of the Gospel of Mark 







APOGEE OF THE CILICIAN 
SCHOOL 


sent us with the first Armenian examples known to date of 
the symbol of the evangelist accompanying his portrait. The 
angel flies with a graceful movement and holds the book on 
which Matthew is writing the first sentences of his gospel 
(fig. 10)\ in the portraits of Mark and Luke (fig. 11), the lion 
and the ox, standing on the table, replace the lectern. Only 
the portrait of John, dictating to his disciple Prochoros, con¬ 
forms to the traditional type. 

It is not known where the Lwow Gospel is located now, 
or even if it has escaped the disasters of the war. The manu¬ 
script of New-Julfa is thus the sole witness, at the present 
time, of the work of one of the masters of Cilician miniature 
painting, because a second Gospel in New-Julfa, N° 55 (26), 
also begun by the priest Grigor and finished by the deacon 
Grigor, has been wholly mutilated and bereft of its minia¬ 
tures. But the interest of the Gospel N° 564 (25) is twofold, 
for it makes known to us the work of the deacon Grigor, 
himself a gifted artist. 


Cilician miniature painting attained its apogee in the 
thirteenth century. The catholicos, the prelates, the royal 
family and the feudal lords commissioned sumptuous ma¬ 
nuscripts where, in addition to full page miniatures, narrati¬ 
ve cycles illustrate the text of the gospels. Under the enligh¬ 
tened patronage of the Catholicos Constantine I (1221-1267) 
the workshops of Hromkla, directed by T’oros Roslin, were 
the principal, but not the only artistic centre. At the monas¬ 
tery of Gmer Archbishop John, brother of King Het’oum I, 
had brought together numerous scribes and illuminators; 
Skevra was always an important centre, and able artists wor¬ 
ked in other monasteries, in particular at Drazark and also at 
Akner, to which the Gospel of Queen Keran, one of the 
masterpieces of Cilician illumination, was offered in 1272. 
During the last decades of the thirteenth century, Sis, the 
capital of the kingdom, also seems to have played an impor- 
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Fig. 13 

MS 57(161) Gospel, 13th century. FoL lOr. Canon Table 
















tant role. 

Gospel N° 57 (161) belongs to this period of efflorescen¬ 
ce. Historical sources do not permit the identification of the 
patron of this manuscript, Constantine, Lord of Kopitar, or 
his sons, Het’oum, Levon, Halkam and Grigor, mentioned in 
the dedication. A Constantine of Kopitar was present at the 
coronation of Leon I in 1198, but it cannot be the same 
person because the style of the miniatures of Gospel N° 57 
(161) is plainly later than this date. The other lords of Kopi¬ 
tar are not mentioned in contemporary texts, with the excep¬ 
tion of Oshin who was present at the council held at Sis in 
1307. Nor is the scribe Ruben who copied this manuscript 
known by other works. Nevertheless, the style and the gene¬ 
ral character of the illustration allow Gospel N° 57 (161) to 
be dated in the second half of the thirteenth century. 

A very extended narrative cycle had been foreseen, from 
the very beginning, to illustrate this manuscript, and to this 
effect the scribe had left free spaces between the lines of the 
text, but the work remained incomplete. Only the miniatures 
of the gospel of Matthew, painted by several painters, as will 
be seen later, date from the thirteenth century. In the gos¬ 
pels of Mark and of Luke simple decorative motifs fill the 
interlinear spaces; the miniatures of the gospel of John were 
added at a late date. This mode of illustration, which consists 
in inserting the miniatures in the text written on one column 
only, instead of the two of then current usage, is known 
through another Cilician work of the thirteenth century, that 
is Gospel N° 7651 of the Matenadaran in Erevan. It has also 
been illustrated by several painters and, by a curious coinci¬ 
dence, the work again remained unfinished. The gaps in this 
manuscript were filled in 1320, when the new owner, Bishop 
Step’annos of Sebastia, called on the painter Sargis Pidsak. 
But except for the type of illustration, there are but few 
resemblances between these two contemporary Gospels. 

The beautiful portrait of Matthew (fig. 14) is distingui¬ 
shed by the delicacy of line, the graduated modelling of the 


clothing and the colour harmonies. The soft pink of the tunic 
and the violaceous blue of the mantle, uncharacteristically 
bordered by a gilt band, are set off by the red patches of the 
hassock and the stool. Buildings of varying shapes and co¬ 
lours are massed inside a curtain-wall, and a column, masked 
by a blue veil, stands behind the fish-shaped lectern placed 
on the edge of the wall. The table has been omitted in order 
to make room for the donor, kneeling in an attitude of 
prayer. One can perceive in this figure the painter’s attempt 
to give a genuine likeness. 

The stylistic traits of the portrait of Matthew and the 
same range of colours are found again in the first three 
miniatures inserted in the text. The conversation of Joseph 
and Mary, an episode inspired by apocryphal accounts and 
rarely depicted in the manuscripts, follows Joseph’s dream 
(fig. 15). In the Nativity (fig. 16), the different characters are 
grouped harmoniously around the central figure of the Vir¬ 
gin, and the red couch on which she is sitting contributes to 
concentrate attention on her. In conformity with an mono¬ 
graphic formula in common use in Armenian art, the Magi 
bearing their offerings and the angel announcing the good 
tidings to the shepherds are included in the composition. 
Two distinctive traits in the representation of the Baptism 
are worth attention (fig. 17 ): an angel and not the dove of the 
Holy Spirit flies down towards Jesus, and the waters of the 
Jordan spring from behind the hill on the right and widen 
out into a large sheet of water, full of fish. The allegorical 
figure of the Jordan who flees, overturning his pitcher, fre¬ 
quently included in this scene, is a literal interpretation of 
the words of the psalmist, «The sea saw it and fled; Jordan 
was driven back», words which all the gospel commentators 
have related to the Baptism. 

The painter of these miniatures belongs to the same 
artistic family as the illustrators of two other Cilician manu¬ 
scripts of the third quarter of the thirteenth century. The 
portrait of Matthew has much in common with those of the 



Fig. 8 

MS 546 (25) Gospel dated 1215-1216. Fol. lOr. Canon Table 
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Fig. 11 

MS 546 (25) Gospel dated 1215-1216. FoL 15lv. Portrait of Luke 













Fig. 12 

MS 57(161) Gospel, 13th century. FoL 3v. Dedication 
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Fig. 14 

MS 57 (161) Gospel, 13th century. FoL 14v. Portraits of Matthew and of donor 













Fig. IS 

MS 57 (161 ) Gospel, 13th century. FoL 17v. Joseph's dream. Joseph and Mary 
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Fig. 16 

MS 57(161) Gospel, 13th century. Fol 18v. Nativity 









Fig. 24 

MS 57 (161) Gospel, 13th century. Fol. 93v. Entombment 
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Fig. 25 

MS 57 (161) Gospel, 13th century. Fol. 94v. Holy Women at the Sepulchre 














evangelists in the manuscript of the Matenadaran, N° 7644, 
illustrated for Constable Smbat, the brother of Het’oum 1. 
One finds in these miniatures the same delicate tonalities, 
the same graduated modelling of the clothing, the same type 
of buildings massed in the background. Except for a few 
details, the Nativity and the Baptism (figs. 16, 17) are identi¬ 
cal to the full page compositions of the Gospel in the Top- 
Kapi Museum at Istanbul, illustrated at Skevra in 1272 by 
the painter Hovasap’. 

A second artist has executed the miniatures of folios 24 
to 69, painted on a gold background like the preceding. The 
workmanship is more rapid, the linear style predominates in 
the clothing and the faces are drawn almost without relief. 
Despite the small dimensions of the majority of these com¬ 
positions, the figures are often more numerous and the archi¬ 
tectural backgrounds more developed (fig. 18). Successive 
episodes of the story sometimes unfold from right to left, as 
in the Feast of Herod (fig. 19). One sees first the beheading 
of John the Baptist, then the servant carrying the head on a 
platter, and finally the dance of Salome inside the palace. 
Salome wears a short-sleeved tunic and trousers which show 
her figure, a costume of an oriental type which one does not 
see in other contemporary representations. The Transfigura¬ 
tion, a miniature larger than the preceding ones (fig. 20), 
allows one more fully to appreciate the delicacy of the dra¬ 
wing and the elegance of the posture, in particular that of 
Christ, standing in a blue aureola studded with stars. In 
certain characteristics these pictures recall those painted by 
the so-called «lesser masters» of the Matenadaran Gospel N° 
7651. They are probably contemporary with the portrait of 
Matthew and the first three miniatures and show a slightly 
different aspect of the same artistic current. 

The portraits of Mark, Luke and John, and the miniatu¬ 
res of folios 84v to 94v are of an entirely different style. 
These portraits on a gold background, painted on parchment 
leaves, instead of the paper used for the rest of the manu- 



script, have manifestly been added after the copying of the 
text (figs. 26-29). They differ from the preceding miniatures 
as much in the more sombre range of colours as in their 
vigorous style. The features of the faces, with austere expres¬ 
sions, are strongly marked; a deep shadow frames the eyes, 
draws a curved line at the bridge of the nose and emphasizes 
the wrinkles, especially in the portrait of Luke. The linear 
outline of the folds contrasts with the pronounced bulge of 
the limbs. The painter tends to modify the colours of the 
clothing, not only to indicate shadows, but also to a decorati¬ 
ve end, and in places he draws a fine hatching of gold on the 
apparel. 

The miniatures on a blue background of folios 84v to 
94v, where one finds the same stylistic peculiarities, are the 
work, if not of the painter of the portraits, at least of a man 
of the same school (figs. 21-25). The emotional content of the 
scenes of the Passion are stressed as much by the gestures as 
by the expressions. The Entombment, of a monumental 
aspect, is an excellent example of the dramatic power which 
the artist confers to a scene, all the while keeping a certain 
restraint (fig. 24). The angel, with wings symmetrically un¬ 
folded, dominates the composition of the Holy Women at 
the Sepulchre (fig. 25). Attention is concentrated on the ges¬ 
ture of the angel and on the stricken faces of the two Marys, 
whereas the sleeping soldiers, drawn to a smaller scale, are 
scarcely visible in the foreground. Elsewhere, for example in 
the miniature where Joseph of Arimathea asks for the body 
of Jesus, the painter has intentionally exaggerated the bent 
posture of Joseph which contrasts with the haughty pose of 
Pilate (fig. 23). The miniature on folio 89 brings together two 
separate episodes: on the left Judas returns the thirty pieces 
of silver, the price of his treason; on the right Jesus is led to 
judgement (fig. 22). In the Last Supper, the figure of Judas, 
leaning forward, is clearly detached from the group and at¬ 
tention is thus drawn on him (fig. 21). If the miniatures of the 
first chapters of Matthew charm us by the elegance of their 
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Fig. 17 

MS57(161) Gospel, 13th century. Fol. 20v. Baptism 
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Fig. 18 

MS 57 (161) Gospel, 13thcentury. Fol. 40r. John the Baptist. Jesus teaching 
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MS 37 (161) Gospel, 13th century. FoL 50v. Feast of Herod. Beheading of John the Baptist 
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MS 57(161) Gospel, 13th century. FoL 84v. Last Supper 
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Fig. 22 

MS 57(161) Gospel, 13th century. FoL 89r. Judas returns the thirty pieces of silver. 
Jesus led to Judgement 




form and the harmonious tonalities, those of the last chapters 
impress us with their vigour and their dramatic character. 

The stylistic peculiarities of these miniatures and the 
portraits of the last three evangelists are found again in 
many manuscripts of which the dated examples belong to the 
last decades of the thirteenth century, such as Gospels N° 197 
and 6290 of the Matenadaran, illustrated in 1287 and 1295 
respectively. Two different aspects of Cilician miniature 
painting of the thirteenth century appear thus side by side 
in a single manuscript. 

Two sets of miniaturists have also taken part in the 
ornamental decoration of the Gospel of New-Julfa. The lea¬ 
ves of the dedication, with the names of Constantine of 
Kopitar and his sons (fig. 12), the Letter of Eusebius and the 
Canon Tables (fig. 13) are contemporary with the copying of 
the text. However, the preliminary pages of the gospels must 
have been decorated when the portraits of the evangelists 
Mark, Luke and John were added, because, according to the 
examination made on the spot by Mr. Mekhitarian, a leaf of 
parchment has been stuck to the sheet of paper. But the 
differences observed in the figurative scenes are scarcely ap¬ 
parent in the choice and the arrangement of the decorative 
motifs. The same kind of arch, with several foils, is drawn 
inside the headpiece of the gospel of Luke and of the rectan¬ 
gle which crowns the Dedication (figs. 28 and 12). The sirens 
lodged in the spandrels of this chapter heading are identical 
to those which decorate the first page of the Letter of Euse¬ 
bius (fol. 2v). These resemblances are due to the fact that 
there is a greater continuity in decorative art than in figura¬ 
tive painting, as one may ascertain by comparing these pages 
with those of Gospel N° 546, illustrated in 1215-16 (figs. 7-9). 
The differences appear in the details, such as the shape of the 
leaves, and above all in the more frequent use of elements of 
fantasy like the groups of animals drawn at the sides of the 
decorated rectangles (figs. 12-13). 

The painter who illustrated the gospel of John, towards 
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the end of the sixteenth century, was not on a par with his 
predecessors. The awkward shapes are rather unskilfully 
drawn (fig. 30 ); nevertheless a few scenes, for example the 
Wedding at Cana, have a certain naive charm and show 
the intrusion of popular elements into religious representa¬ 
tions (fig. 31). 


1 he richness and variety of composition and the fee¬ 
ling of life, which animate the paintings of the thirteenth 
century, no longer appear to the same degree in the follo¬ 
wing century. Sargis Pidsak, the best known and most pro¬ 
lific painter of this era, has a real technical competence, 
but he tends to repeat the same formula from one manus¬ 
cript to another. The range of colours is no longer as varied 
nor as delicate, the drawing has hardened and the graphic 
style often gets the better of relief, as may be seen by com¬ 
paring the portraits of Gospel N° 519 (42), illustrated in 
1329 at the monastery of Akner (fig. 32) with those of the 
preceding manuscript. The characteristic style of Sargis Pi¬ 
dsak can be recognized in the Deposition, painted on a 
separate leaf, and composed according to the iconographic 
scheme which he has used more than once (fig. 33). There is 
a great difference between this hieratic image and the drama¬ 
tic scene of Gospel N° 57 (161) (fig. 24). 

As early as the thirteenth century, the Armenians had 
founded religious establishments in many Italian towns; the 
manuscripts which were illustrated there show the powers 
of adjustment of the painters who could combine elements 
of Armenian ornament with motifs borrowed from Italian 
art. Gospel N° 38 (39), copied at Rome in 1310 by the 
priest Timot’, and presented to Perugia, is an excellent ex¬ 
ample of this style of illustration. As occasionally in Ar¬ 
menian manuscripts, the symbol of Mark decorates the head¬ 
ing of his gospel (fig. 34), but the very type of this symbol, a 
winged man with the head of a lion, is foreign to Armenian 
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Fig. 23 

MS 57 (161) Gospel, 13 th century. FoL 93r. Joseph ofArimathea asks for the body of Jesus 
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tradition and belongs to western iconography. The angel 
standing at the top of the marginal decoration and the leaves 
with wavy edges drawn at the bottom of this ornament also 
introduce elements of foreign inspiration. 


At the beginning of the thirteenth century the nor¬ 
thern provinces of Armenia were liberated from the foreign 
yoke by the armies of the king of Georgia, Giorgi Lasha, 
placed under the command of the Armenian general Ivane 
Zak’arian. These territories were ceded to feudal families 
the most important of whom were the Zak’arians, the Pro- 
shians or Khaghbakians, and the Orbelians. Numerous chur¬ 
ches were built then, and sculpture developed on these mo¬ 
numents and on the large stelae or Khatchk’ars. Monumen¬ 
tal painting reappeared and in the monasteries the monks 
busied themselves with the illustration of manuscripts, of¬ 
ten of a very large size. Works such as the Homiliary of 
Mush of the year 1204, the Gospel of Haghbat of the year 
1211, the one called «of the Translators» dated 1232, or the 
Gospel of Gandzasar of 1237 are eloquent witnesses of this 
artistic rebirth. 

The painter Ignatios who worked principally in the re¬ 
gion of Ani, in the domains belonging to the Zak’arians 
and their vassals, is one of the best artists of this period. Of 
the seven manuscripts now known, illustrated entirely or in 
part by Ignatios, only Gospel N° 36 (156) of New-Julfa has 
preserved the cycle of gospel scenes; it is thus the funda¬ 
mental work for the study of the art of this painter. This 
manuscript was commissioned in 1236 by Bmavor, a noble 
(azat) of the family of the Shot’orkants, the generals of the 
great prince Zak’are Zak’arian, and presented to the Church 
of St. Sergius at Khdskonk’. This donation was judged suffi¬ 
ciently important to be commemorated by an inscription 
carved on the wall of the church. The portraits of the donors, 
kneeling at the sides of a lectern on which this manuscript is 
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placed, are most uncharacteristically painted below that of 
the evangelist Mark (fig. 45). Brnavor is wearing a costly 
coat, lined with fur, and with hanging sleeves. His wife’s 
dress is decorated with gilded designs which take the form of 
hearts inscribed in lozenges. This type of material, known 
from numerous Moslem examples, was doubtless woven in 
Armenia as well. A later purchaser of this manuscript, na¬ 
med Karapet, has added his name in the median strip of 
the miniature. 

In conformance with the customary practice in Greater 
Armenia the full-page miniatures, representing the princi¬ 
pal events of the life of Jesus, are grouped at the beginning 
of the manuscript. The compositions tend to occupy the 
greater part of the pictorial field, the characters are depic¬ 
ted in calm attitudes and all the life is concentrated in their 
gaze, often stamped with a certain melancholy. The absen¬ 
ce of movement is particularly noticeable in the Entry into 
Jerusalem, of a solemn aspect (fig. 38). Christ, seated full- 
face, dominates the composition, while secondary figures, 
such as the Jews who have come before Him, are portrayed 
on a smaller scale. This difference of porportion, tending to 
attract attention to the principal figures, is also observed in 
other compositions, for example in the Presentation at the 
Temple, where Mary and Joseph are larger than the old 
man Simeon and the prophetess Anna (fig. 36). A compari¬ 
son of the Nativity with the corresponding miniature of 
Gospel N° 57 (161), composed according to the same mono¬ 
graphic formula (figs. 35 & 16), suffices to demonstrate the 
profound difference between the austere art of Greater Ar¬ 
menia and the graceful style of Cilicia. In place of a unified 
scene, where all the figures are drawn to the same scale and 
harmoniously grouped in a landscape where an attempt has 
been made to show the differing distances, the miniature 
painted by Ignatios is divided into distinct and superimpo¬ 
sed zones, separated from one another by the stylized cones 
of the mountains, and it is dominated by the large figure of 



the Virgin Mary. 

Ignatios has interpreted many episodes of the gospel 
narrative in an original fashion. The resurrected Lazarus 
does not stand in the opening of his tomb, according to the 
usual formula, but is lying down in the foreground; one of 
his sisters, kneeling, is speaking to Jesus (fig. 37). Atypical- 
ly, the tomb guarded by the soldiers has been substituted 
for the scene of the Burial of Christ (fig. 40). Six men in ar¬ 
mour, carrying spears and shields, surround a large oval 
sarcophagus, and one of them holds his arm over the lid as 
if he wished to prevent it from rising. The beautiful por¬ 
trait of Jesus also differs in certain respects from the tradi¬ 
tional representations (fig. 42). The instruments of the Pas¬ 
sion, the cross, the lance, and the sponge, are figured at His 
sides, and the four apocalyptic animals are seated at the foot 
of the throne. This image is thus that of Christ in Majesty of 
the Second Coming, the first example of a theme which was 
developed, in various guises, in the following centuries, as 
the final representation of the gospel cycle. However, the 
place assigned to the apocalyptic animals is exceptional, 
because in Armenian art, as in that of other countries, the¬ 
se animals surround the throne or the aureole of Christ. 
The eagle flying towards John dictating to his disciple Pro- 
choros (fig. 46) is also an exceptional detail. 

The rich colouring of these miniatures, painted on a 
blue background, attenuates the austerity of the composi¬ 
tions. The artist constantly seeks to vary the combinations. 
For example, in the scene of the Pentecost the dress of each 
apostle is of a different colour from that of his neighbour 
(fig. 41). In the Washing of the Feet, the bright red of the 
robes of Peter and of the apostle standing on the left, bring 
out the delicate tones of the blue tunic and the pink mantle 
of Jesus (fig. 39). The search for variety appears also in the 
framing of the miniatures; the upper and lower bands are 
decorated with different designs from those of the side bands 
and are also painted in different colours. 
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THE SCHOOL 
OFSIUNIK’ 


The decoration of the Canon Tables (fig. 43) and of the 
chapter headings is relatively simple; on the other hand, or¬ 
nament is brought into the figurative scenes. A foliate design 
in white on a pink or blue background adorns the upper part 
of many miniatures (figs. 37, 39, 41). This is one of the first 
examples of that intrusion of ornament whose full develop¬ 
ment will be seen in the following centuries. In this regard, 
as in others, the work of Ignatios marks an important stage 
in the history of miniature painting in Greater Armenia. 


At the end of the thirteenth century, and above all du¬ 
ring the first half of the fourteenth century, the monastery 
of Gladzor, in the province of Siunik’, enjoyed a great re¬ 
nown. Monks, originally from different provinces of Arme¬ 
nia, or the Kingdom of Cilicia, came to study under the 
learned Vardapet Esayi Ntchetsi, in this university centre 
celebrated by contemporaries as a «second Athens». The 
Cilician painters brought to Gladzor, and to other monaste¬ 
ries of Armenia, the artistic forms in use in their native 
country. It is even probable that they carried with them 
manuscripts which served as models for their new fellow 
painters. This probability among other things of interest is 
shown by the study of Gospel N° 477 (35), which was co¬ 
pied in 1300 for Ivane Orbelian, the nephew of the histo¬ 
rian Step’annos Orbelian, and who, at the death of the lat¬ 
ter in 1304, was to succeed him as Archbishop of Siunik’. 
The place of origin of this manuscript is not specified, but 
there can be no doubt that it was copied and illustrated in 
one of the monasteries of Siunik’, because it is Ivane him¬ 
self who composed the long memorial and his name is writ¬ 
ten under the chapter heading of the Gospel of Luke (fig. 49). 

By the delicacy of the drawing, the glistening colours 
on a gold background, and the choice and arrangement of 
the floral and animal designs, the lavish decoration of this 
manuscript is closely related to that of Cilician works of 
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Fig. 20 

MS 57(161) Gospel, 13th century. Fol 57v. Transfiguration 
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Fig. 27 

MS 57 (161) Gospel, 13th century. Fol. 15 lv. Portrait of Luke 




















Fig. 29 

MS 57 (161) Gospel, 13thcentury. Fol 238v. Portraits of John and Prochoros 
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Fig. 33 

Separate leaf, 14th century. Entombment 
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Fig. 35 

MS 36 (156) Gospel dated 1236. FoL 2r. Nativity 
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Fig. 39 

MS 36 (156) Gospel dated 1236. FoL 7r. Washing of the Feet 





Fig. 45 

MS 36 (156) Gospel dated 1236. FoL 124v. Portraits of Mark and of donors 
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Fig. 48 

MS477(35/Gospeldated 1300. FoL lOr. Canon Table 





















the thirteenth century. The Canon Tables (Jigs. 47 & 48) are 
faithful replicas of the corresponding pages of a Gospel il¬ 
lustrated in 1290, at the monastery of Drazark, by T’oros 
the philosopher, and preserved at the Hermitage in Lenin¬ 
grad (N° V3-835). One may see in both the same type of 
floral and geometric ornament, and the same imaginary fi¬ 
gure whose limbs are formed by fish and whose chest is 
decorated with a large human face. This resemblance is even 
more significant because the type of decoration adopted by 
T’oros the philosopher differs in many respects from that of 
other Cilician manuscripts of the thirteenth century, such as 
N° 57 (161) of New-Julfa (fig. 12). The preliminary pages of 
the gospels recall those of two other manuscripts of T’oros 
the philosopher illustrated in 1290 and 1295, the Gospels N° 
5736 and 6290 of the Matenadaran, especially in the form of 
the initial of John, composed by joining together the symbols 
of the four evangelists (fig. 50). The Christ enthroned at the 
top of the letter has not been depicted by T’oros the philoso¬ 
pher, but one sees this form in other contemporary manu¬ 
scripts of Cilicia, for example in Gospel N° 278 of the Li¬ 
brary of the Mekhitharist Fathers of Vienna. 

Apart from its own value, the beautiful Gospel of Iva- 
ne Orbelian is an important work as a witness of the pene¬ 
tration of Cilician models into Armenia. It may even have 
served as an intermediary between the Cilician works and 
other manuscripts, such as Gospel N° 1917 of San Lazzaro- 
Venice, illustrated in 1307 at Gladzor, where the same de¬ 
coration of the Canon Tables and the same type of initial 
of the Gospel of John are found again. 

With but few exceptions, this Cilician influence appears 
chiefly in the ornamentation; for the figurative scenes the 
painters of Greater Armenia have often remained faithful to 
their local traditions. Thus the Canon Tables of Gospel N° 
47 (43), taken as a whole, resemble those of Cilician manu¬ 
script N° 57 (161) (figs. 60 & 13), whereas the scenes of the 
life of Christ differ radically from the corresponding minia- 
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tures. This manuscript was illustrated in 1330 by Kirakos of 
Tabriz at Djghavna anapat, a hermitage which is not other¬ 
wise known. The patrons, Vegen, called Vrt’anes from his 
monastic name, and his brother Pitchar, belonged to the 
feudal family of the Senek’erimians, and their sister Khori- 
shah had married Tchesar Orbelian. It is not known where 
the domains of the Senek’erimians were located, and the 
painter Kirakos of Tabriz himself is not known through 
other works, but the style and the iconography of the minia¬ 
tures point to the province of Siunik’ as the artistic home¬ 
land of this manuscript. 

The profusion of ornamental motifs, one of the distinc¬ 
tive characteristics of these paintings, shows the extreme li¬ 
mit of the intrusion of ornament into the figurative scenes, 
of which the preliminary stages could be seen in the work 
of the painter Ignatios. Small squares, circles, red-tinted qua- 
trefoils and white dots scattered on the blue background 
cover the space left free by the figures and by the architec¬ 
tural setting. This taste for ornamentation also affects the 
manner of portraying the scenery. The rocky hill which rises 
behind John the Baptist is subdivided into fan-shaped seg¬ 
ments, and the mountain before which the evangelist John 
stands is formed by a succession of hillocks .on which there 
grow a few sparse leaves (figs. 53 & 62). Blue triangles, cur¬ 
ved inwards and reversed, edged and streaked with white li¬ 
nes, represent the sky in the Transfiguration and the Pen¬ 
tecost (figs. 54 & 59). The architectural elements are more 
developed than in the older works. A church with a cupola 
stands within the walls of Jerusalem which extend across 
the background of the scene of Palm Sunday (fig. 55). The 
Virgin of the Annunciation stands in front of a construc¬ 
tion in the form of a ciborium and the well, whither she 
has come to draw water, in accordance with the apocryphal 
story, is a brick wall whence the water flows through two 
openings into a large basin (fig. 51). A wall rises behind the 
crucified Christ (fig. 56). The scene of the Holy Women at 
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Fig. 30 

MS57(161) Gospel, 13th century. Fol. 241 r. Baptism 
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MS 57 (161) Gospel, 13th century. Fol 243r. Wedding at Cana 
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Fig. 32 

MS 519 (42) Gospel dated 1329. Fol lllv. Portrait of Mark 
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the Sepulchre also unfolds in front of a wall with a high 
roof of bricks (fig. 58). Matthew is seated in front of a ro¬ 
tunda, and to the right the painter has drawn the apse of a 
church, seen in section : a large cross, framed by two smal¬ 
ler ones and some tapers, is placed on the altar and a lamp 
hangs from the arch borne on two columns (fig. 61). The 
search for decorative effects is especially apparent in this 
miniature : Matthew is precariously balanced on the edge of 
his seat, and the large cushion is extended to the right, wi¬ 
thout the slightest support. 

The brillant colours, where red and blue predominate, 
enliven the compositions despite the stem expressions of the 
figures. The graphic character is particularly marked in the 
delineation of the folds, with sharp and sometimes indented 
edges. These lines drawn close together are in sharp contrast 
with the modelling of the hips, which thus appear in high 
relief. The persons with slightly almond-shaped eyes recall 
the Mongol type, a type which occasionally crops up again 
in contemporary sculpture in the province of Siunik’. The 
gospel scenes have few connections with the miniatures pain¬ 
ted by Ignatios, and several of them go back to very ancient 
models. In the scene of the Pentecost, the Apostles, instead 
of being seated in a semicircle according to the usual form 
(fig. 41), are standing on either side of the Virgin (fig. 59). 
They had been represented thus in the Syriac Gospel of 
Rabbula, illustrated in 586. This iconographic type, which 
has rarely been repeated by the artists of the Christian east, 
must have penetrated into Armenia at an early period, and 
it reappears in the fourteenth century not only in the present 
manuscript, but also in the Gospel of the Matenadaran, N° 
6792, illustrated in 1302 by the painter Momik. There is a 
close iconographic relationship between these two manu¬ 
scripts which, independently of each other, derive from the 
same models. 

The Visit of the Holy Women to the Sepulchre is a 
second example of an ancient type. This image of the Resur- 
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Fig. 34 

MS 38(39) Gospel dated 1310. Fol. lOlr. Beginning of the Gospel of Mark 
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Fig. 36 

MS 36 (156) Gospel dated 1236. FoL 3v. Presentation at the Temple 








Fig. 37 

MS 36 (156) Gospel dated 1236. FoL 5r. Raising of Lazarus 
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Fig. 38 

MS 36 (156) Gospel dated 1236. Fol 6v. Entry into Jerusalem 




Fig. 40 

MS 36 (156) Gospel dated 1236. FoL 9r. Tomb guarded by soldiers 
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Fig. 41 

MS 36 (156) Gospel dated 1236. Fol. 12v. Pentecost 





rection, where Jesus is speaking to Mary Magdalene, and 
where two angels, one sounding a trumpet, are seated behind 
the sarcophagus (fig. 58), is a variant of the composition of 
Gospel N° 6201 of the Matenadaran, dating from 1038. This 
same variant, which is found again in the Gospel illustrated 
by Momik, was adopted later by the painters of Khizan. 

The scene of the Nativity is composed in an original 
fashion (fig. 52). Joseph, pensive, is seated behind the man¬ 
ger, below the arch which outlines the opening of the cave, 
and the luminous ray seems thus to descend on him rather 
than on the infant Jesus, warmed by the ox and the ass. His 
head turned slightly to the left, Joseph watches the approach 
of the Magi, the youngest of whom seems to be speaking to 
him. Mary is recumbent in the foreground. In the upper part 
of the miniature, the angel brings the good tidings to two 
shepherds whose flocks surround a well similar to that of the 
Annunciation (fig. 51). This same composition is found in 
the Gospel illustrated by Momik, but the Magi have not been 
depicted there, so that nothing is offered to the gaze of 
Joseph, turned to the left. This is one proof, among others, 
that the miniatures of the Gospel illustrated by Kirakos in 
1330 do not depend on those of Momik’s manuscript dated 
1302. 

Other miniatures present special features characteristic 
of Armenian art. For instance the artists of other countries 
rarely portray the serpent under the feet of Jesus in the scene 
of the Baptism (fig. 53). Like the allegory of the Jordan, this 
motif translates the words of David literally : «Thou brakest 
the heads of the dragons in the waters». This verse of the 
psalms is quoted in the prayers recited on the feast of Epi¬ 
phany and during the service of the Blessing of the Waters. 
The bearded type of Prochoros, writing under the dictation 
of John, is also proper to Armenian iconography (fig. 62). 
The miniature of the Burial (fig. 57), though inspired by the 
Byzantine image of the Threnos, or Lamentation over the 
body of Jesus, has profoundly modified the composition; this 
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Fig. 42 

MS 36 (136) Gospel dated 1236. Fol. 13r. Christ enthroned 














Fig. 43 

MS 36 (156) Gospel dated 1236. FoL 16v. Canon Table 


87 



THE SCHOOL 
OF VASPURAKAN 


variant differs also from the composition of the Cilician 
Gospel n° 57 (fig. 24) as well as from that painted by Sargis 
Pidsak (fig. 33). 


This Gospel, illustrated by Kirakos of Tabriz, is an 
important work for the study of miniature painting in the 
province of Siunik’ and the neighbouring regions. During 
this same period, a less learned art was in use in the southern 
districts of Armenia, in particular in Vaspurakan and the 
neighbouring provinces. The compositions of the manu¬ 
scripts which were illustrated there are often extremely sim¬ 
ple: the figures stand out from the unadorned background of 
the paper, the colours are laid on in flat tints, there is no 
modeling in the treatment of the faces and very little in the 
clothing. The squat bodies and the round faces, where a line 
prolongs the eyelids, recall the figures of the Arab manu¬ 
scripts of the so-called Baghdad school. All indication of the 
location where the event takes place is eliminated, and even 
when it is essential, as in the Presentation of Christ, the 
temple is transformed into an ornamental design which sur¬ 
rounds the scene (fig. 70). The miniaturists seek above all to 
create clear and comprehensible images and, to this end, they 
identify not only the scene itself, but also the characters who 
are part of it. The gospel cycle, placed at the beginning of 
the manuscript according to the usage of Greater Armenia, 
is developed by the addition of miracles and other secondary 
episodes of the life of Jesus. In addition, themes reappear 
which figured in the manuscripts of the tenth to the eleventh 
centuries, such as Abraham’s Sacrifice (fig. 79), a typological 
image prefiguring the Passion of Christ. Details taken from 
contemporary life modify the composition of certain scenes, 
like the Wedding at Cana; in addition, secondary personages 
often wear Armenian costume. These paintings, of a popular 
character, could attain an artistic level under the brush of a 
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Fig. 44 

MS 36 (156) Gospel dated 1236. Fol. 20v. Portrait of Matthew 
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Fig. 46 

MS 36 (156) Gospel dated 1236. Fol. 316v. Portraits of John and Prochoros 



Fig. 47 

MS 477 (35) Gospel dated 1300. FoL 8r. Canon Table 
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Fig. 49 

MS 477 (35) Gospel dated 1300. Fol 158r. Beginning of the Gospel of Luke 





gifted man, such as the painter Kirakos of Gospel N° 481 
(44). 

The village of Lankshen, where this manuscript was 
copied in 1330, has not yet been identified. However, the 
name of Zak’aria I of Aght’amar, mentioned in the colo¬ 
phon, shows that this village was located in the southern 
provinces placed under the jurisdiction of this catholicos. 
This Gospel’s provenance from that region is confirmed as 
well by the style and the iconography of the miniatures. The 
composition of the Canon Tables (fig. 64), where a tablet 
bearing a pious inscription has been inserted in the middle 
of the foliage above the double arches, repeats a type of 
decoration used as early as 1288 by Simeon of Arjesh. The 
angel pouring the chrism in the scene of the Baptism is a 
figure proper to the manuscripts illustrated in Vaspurakan 
and the neighbouring provinces (figs. 65 & 71). This scene, 
the Virgin enthroned with the Child, and the portraits of the 
evangelists, are the only miniatures with religious subjects in 
this manuscript, where by contrast the portraits of the donors 
take up three pages. Kostandin and his wife Avak’tikin are 
kneeling in prayer (fig. 66), conforming to the usual mono¬ 
graphic formula, but the following miniatures differ radically 
from the normal types. Hovanes, the son of the donors, is a 
proud cavalier, represented as are the horsemen in contem¬ 
porary Moslem manuscripts, his mace resting on his shoul¬ 
der and his quiver full of arrows hanging from his belt 
(fig. 67). His red hat, edged with fur, is adorned with a 
plume, and inscriptions, imitating Arabic writing, decorate 
the tiraz of his red tunic. On the opposite page an intimate 
scene joins Hovanes’ wife and sister; they are seated on the 
ground, the one spinning, the other holding her young child 
in her arms (fig. 68). In spite of the conventional types, one 
has the impression that the painter has sought to draw real 
portraits, at least in the dresses, which offer interesting 
examples of the clothing worn by the members of the richer 
families of this region. 
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Fig. 53 

MS47(43) Gospel dated 1330. FoL 4r. Baptism 













Fig. 54 

MS 47 (43) Gospel dated 1330. Fol. 5v. Transfiguration 
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From the fourteenth century to the seventeenth, the 
town of Khizan, to the southwest of Lake Van, was a particu¬ 
larly active centre and numerous manuscripts which were 
illustrated there have come down to us. Among the painters 
of the first generation, Hovannes, son of the priest Mkrtitch, 
must have enjoyed a certain repute, for it is on him that the 
priest Sargis called in 1362 when he wished to enrich by 
means of miniatures Gospel N° 404 (172), which he had just 
acquired. The extended gospel cycle, where Hovannes has 
repeated, without notable change, many scenes of the manu¬ 
script which he had illustrated in 1335 (Paris, Bibliotheque 
Nationale, N° 333), permits us the better to recognize the 
special characteristics of the painting of Khizan in the four¬ 
teenth century. 

The Nativity (fig. 69) is a typical example of the two 
dimensional compositions, of the transformation of the scen¬ 
ery into a decorative motif, and of the intrusion of secular 
elements. In the middle zone, below the rows of angels, the 
rocky ground in which the grotto opens is a flat surface 
covered with a red rinceau. Lower down, the horses are 
grouped in such a way as to outline a design in the shape of 
a heart. The Magi are dressed as was Hovannes in the 
preceding manuscript. The ornament of the tiraz of the first 
king again imitates Arabic script, but on those of the other 
two the Armenian word t’agavor (king) is written once in 
minuscules, once in uncials. 

The «abstract» character of these paintings appears in 
many details. The multifoil arch, prolonged by a floral rin¬ 
ceau, transforms the structure of the temple into an orna¬ 
mental design (fig. 70). A simple stroke sketches the roof of 
the house from which two men, lying down, lower the para¬ 
lytic, of whom only the bare breast and shoulders are visible; 
in addition the painter has neglected to draw the seats on 
which the apostles are supposed to be sitting (fig. 73). Curved 
lines suggest the arcades of the room where Jesus is washing 
the feet of the apostles (fig. 74 b). The donkey on which Jesus 







Fig. 53 

MS 47(43) Gospel dated 1330. FoL 6r. Entry into Jerusalem 
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Fig. 56 

MS 47 (43) Gospel dated 1330. FoL 8r. Crucifixion 





is seated seems to be suspended in mid-air, just like the 
horses of the Magi (figs. 74b & 69). This denial of the reality 
of the physical world contrasts with the desire to enliven the 
scenes by the gestures and the expressions of the characters. 
While listening to the response of Jesus to his question, «Art 
thou the Christ, the Son of the Blessed ?», Caiaphas pro¬ 
claims his indignation, his mouth wide open, and he tears his 
tunic with a violent gesture (fig. 75b). Two apostles raise 
their hands to point out the paralytic while the others, 
speaking among themselves, express their astonishment 
(fig. 73a). Martha, sitting by the sarcophagus where the body 
of Lazarus lies swathed, holds her nose, and the better to 
explain her gesture the painter has written her words, «Lord, 
by this time he stinketh: for he hath been dead four days» 
(fig. 73b). This variation of the formula employed by Igna- 
tios will be taken up again, with slight modifications, by 
other painters of this region. 

Many scenes furnish us with examples of the iconogra- 
phic formulae peculiar to the manuscripts of Vaspurakan. 
The composition of the Wedding at Cana reflects the local 
wedding customs described in a contemporary manuscript 
(fig. 72a). The bridegroom, shown on a larger scale than the 
other figures, is seated facing front, sword in hand; the words 
«husband» and «king», a term by which the groom is called, 
are traced on the tiraz of his tunic. His companion, also 
wearing Armenian costume of the period, holds a taper and 
both seem detached from the scene of the miracle where 
Jesus is blessing the cup presented by the master of the 
house. The apostles do not figure in the scene of the Betra¬ 
yal; only the soldiers carrying axes, spears and torches are 
ranged at the sides of Jesus and of Judas (fig. 75a). The 
two thieves, the soldier with the spear and the spongebearer 
surround the crucified Christ, but one sees neither the Virgin 
Mary nor John the Evangelist (fig. 76a). The majestic Byzan¬ 
tine composition of the Harrowing of Hell has been trans¬ 
formed into a dramatic scene (fig. 76b). Jesus, treading the 
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MS 47 (43) Gospel dated 1330. Fol. 9v. Entombment 
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broken gates under foot, grasps Adam by the hands in order 
to pull him out of the black gulf of Hell; to the rear, other 
naked men hold out their hands to be saved at the same time 
as Adam. To the left, demons, their hair standing on end and 
their hands bound, flee lamenting. The second scene of the 
Resurrection follows the composition of Gospel N° 47 (43) 
(figs: 77 & 58), but modifies it. Jesus, standing beneath a 
ciborium set up behind the sarcophagus, speaks to the three 
Marys; a single angel, seated on the sarcophagus, which is 
decorated with geometric designs, points toward the shroud, 
while five sleeping soldiers are grouped on the left. Above 
the Holy Women one sees the veil of the temple which tore 
«from the top to the bottom» at the moment that Jesus gave 
up the ghost. 

The painter Hovannes has not always grasped the real 
significance of certain images. Thus the angel, instead of 
pouring the Chrism on Christ baptized by John (fig. 65), 
seems to be sprinkling the tree which grows on the banks of 
the Jordan (fig. 71). In the Washing of the Feet, by contrast, 
where Jesus is wearing a chasuble like that of the bishops, 
the historic event is brought nearer to its commemoration 
and the image recalls the Maundy Thursday ceremony when 
the bishop washes the feet of the priests and deacons 
(fig. 74b). 

The image of Christ in majesty, which closes the gospel 
cycle just as in the Gospel illustrated by Ignatios, is of the 
form commonly adopted beginning in the fourteenth cen¬ 
tury. The four winged animals surround the throne placed 
under the vault of heaven, and the donors, in prayer, are 
shown in the foreground; the three young sons wear contem¬ 
porary dress (fig. 78). The accompanying inscription reads as 
follows: «This is the Holy Trinity sitting on the throne of 
the tetramorphs», although only one of the three persons 
has been depicted. They figure however in the corresponding 
miniature of Gospel N° 689, copied in 1391 by the monk 
Nahapet at the monastery of Gamaghiel in Khizan (fig. 82). 
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Fig. 61 

MS 4 7 (43) Gospel dated 1330. FoL 23v. Portrait of Matthew 








Fig. 64 

MS 481 (44) Gospel dated 1330. Fol. 5r. Canon Table 



THE STYLE 
OF KHIZAN 


God the Father, with white hair, is enthroned, surrounded 
by the same winged animals; one sees the nimbed head of 
the dove of the Holy Ghost before His chest, and lower, 
down the infant Jesus, holding an inscription which reads : 
«The Lamb of God». 

The schematic style is even more marked in this Gospel 
than it was in the preceding. A network of lines, drawn 
vertically, diagonally, or even in zig-zags, covers the clothes. 
The shrouded body of Christ which Joseph of Arimathea and 
Nicodemus are placing in the sarcophagus is transformed 
into an ornamental design (fig. 80)', Isaac is balanced precar¬ 
iously on the altar of sacrifice (fig. 79). This symbolic image 
of the Redemption, placed at the beginning of the Gospel 
books of the tenth and eleventh centuries, reappears in the 
fourteenth century in the manuscripts of Vaspurakan. In 
conformity with the Biblical narrative, the ram is caught by 
his horns in the branches of a tree, and Abraham raises his 
head towards the angel descending from the sky. The minia¬ 
turists of the tenth and the eleventh centuries had represent¬ 
ed the ram at the foot of the tree, but the formula adopted 
by the painters of Vaspurakan was already used on the south 
facade of the church of Aght’amar. 

The scene of the Holy Women at the Sepulchre is a 
simplified and reversed copy of the corresponding miniature 
of Gospel N° 404 (figs. 81 & 77). The painters sometimes 
copied the compositions of their models by pricking little 
holes around the figures or even using tracings. This minia¬ 
ture carries the proof of such a process because the painter 
has reversed the tracing without noticing that, as a result, 
Jesus makes the gesture of allocution with His left hand, 
contrary to normal practice, and it is also with his left hand 
that the angel is pointing out the sarcophagus. 

During the course of the fifteenth century the style of 
Khizan is transformed, especially under the brush of gifted 
men such as the painters KJhatchatur and Mkrtitch. The 
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drawing becomes supple, the scenes are more lively, and rich 
floral combinations sometimes carpet the backgrounds. New 
scenes give an extraordinary' fullness to the cycle of the Last 
Judgement, but, -by and large, the painters remain faithful to 
the formulae typical of this region. A profound difference 
appears, in contrast, both in the style and in the iconography 
of manuscripts illustrated for the most part at Van, in the 
monasteries of the islands of Lake Van, and in the towns 
situated to the north, and sometimes even to the south, of 
this lake. 

Many manuscripts in this collection provide characteris¬ 
tic examples of this artistic current. Gospel N° 26 (36), 
copied in 1303 at Caesarea, was not illustrated until the 
fifteenth century. The signature at the bottom of folio 14v 
(fig. 85), and the style of the miniatures (figs. 83-87) permit 
one to recognize the work of the painter Minas, one of the 
best representatives of this school. Minas displayed great 
activity between the years 1432 and 1482, and perhaps even a 
little later, training numerous students and himself illustrat¬ 
ing nearly thirty manuscripts at Van, Ktouts, Arjesh and 
other towns of this region. Gospel N° 559 (54) was copied at 
the village of Ginekants, in the province of Mok’s by the 
scribe Vardan; the name of the painter is not recorded 
(figs. 88 & 89.). Nor do we know the name of the illustrator 
of Gospel N° 529 (58) copied at Ardske in 1460 by the priest 
Daniel (fig. 92). The fourth Gospel in this group, N° 476 
(62), was copied in 1472 by the scribe Hovhannes on the 
island of Ktouts and illustrated by the painter Karapet. 
Many painters bearing this name worked in this region at 
that time, but the style of the miniatures (figs. 93-94) allows 
us to recognize the hand of Karapet of Berkri, one of the 
students of the painter Minas. Finally, a fifth manuscript, 
Lectionary N° 163 (211), copied in 1457 by Khatchatur at the 
village of Ourds in the province of Ayrarat, and illustrated 
by Grigor at the hermitage of Malezker in the province of 
Aghouank’ (figs. 90 & 91), bears witness to the extension of 





this artistic current toward the northern regions of Armenia. 

Taking account of individual differences, one observes 
the same stylistic peculiarities in these five manuscripts. The 
figures, with their slender proportions, are portrayed in calm 
and graceful attitudes. The faces, which are elongated ovals 
with large almond eyes, often have an expression stamped 
with gentleness or melancholy. The gradation of tones em¬ 
phasizes the shapes despite the stylization of the clothing 
whose folds are traced in parallel stripes or sometimes in 
concentric curves. These painters tend to fill the pictorial 
field, no longer by means of ornamental designs, as Kirakos 
of Tabriz had done, or as the contemporary painters of 
Khizan sometimes do, but by arranging groups of figures in 
tiers and above all by multiplying the buildings and the 
accessories. The space remaining empty is painted in blue, 
red, or green, and this contributes to throwing into relief the 
vivid colours used for the garments. The gold background, 
abandoned by the painters of Khizan, reappears in several 
miniatures. 

The choice of scenes and their iconography, just as 
much as the style, differentiate these works from those exa¬ 
mined before. The miracles and other secondary episodes are 
excluded from the cycle of miniatures which is limited once 
again to the principal events of the life of Jesus. In place of 
Christ in majesty, the image of the triumphant cross of the 
Second Coming finishes the gospel cycle and is followed by 
the scene of the Last Judgement. 

This art, more refined than that of the majority of works 
produced at Khizan, is however less original in many re¬ 
spects. The angel pouring the chrism is no longer a part of 
the scene of the Baptism, and in the place of the sea monster 
reappears the allegory of the Jordan (fig. 84). Lazarus stands 
in the opening of the tomb hollowed out of the rock; a 
servant unrolls the strips of cloth and Martha and Mary are 
kneeling at the feet of Jesus (fig. 88). The friends of Lazarus, 
who in several Cilician paintings were represented behind 



the rock, are inside a small building with a cupola and the 
inscription identifies the first as the high priest, an unusual 
detail. The Burial repeats, while simplifying it, the composi¬ 
tion painted by Sargis Pidsak (figs. 89a & 33). The solemn 
image of the Harrowing of Hell has replaced the dramatic 
scene of the manuscripts of Khizan (fig. 89b). Adam and his 
companions are all clothed and one sees no more than the 
head of the demon burning in the fires of Hell. Jesus no 
longer appears to the Holy Women come to the sepulchre; 
the angel, with wings outspread, dominates the composition 
(figs. 90 & 94). The apostles are again seated in the Descent 
of the Holy Ghost (fig. 91). In the middle of the «devout 
men, out of every nation under heaven» who had come on 
that day to Jerusalem, and who are grouped in the arched 
opening suggesting the door, one sees a man with a human 
head and with the head of a dog, a variant of the cynocephali 
of the Cilician manuscripts. Moreover the far off memory of 
Cilician painting is apparent in the majority of the scenes 
which we have just passed in review. 

New formulae appear in other compositions. The Ador¬ 
ation of the Magi is combined with elements borrowed from 
the Nativity, namely Joseph, sitting lost in thought, and the 
shepherds in the midst of their flocks portrayed in the lower 
zone (fig. 93). The infant Jesus is entirely naked, and the 
youngest of the Magi wears a mantle covered with red and 
green designs in the form of leaves. This composition imi¬ 
tates, while slightly modifying it, the large miniature painted 
in 1460 by the painter Minas in Lectionary N° 982 of the 
Matenadaran. 

The two miniatures painted at the end of the gospel 
cycle of Gospel N° 26 (36), as in other manuscripts of this 
region, deserve closer attention. A large cross, at the foot of 
which the donors are kneeling, stands on a mound; angels 
blowing trumpets are lodged in the cantons of this cross, and 
the sun and the moon shine in the sky (fig. 85). This compo¬ 
sition, entitled «The Cross of Christ which will come out of 
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Fig. 50 

MS 477 (35) Gospel dated 1300. Fol. 249r. Beginning of the Gospel of John 
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Fig. 51 

MS 47(43) Gospel dated 1330. Fol lv. Annunciation 
















Fig. 52 

MS 47 (43) Gospel dated 1330. FoL 2r. Nativity 
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Fig. 59 

MS 47 (43) Gospel dated 1330. Fol. 12r. Pentecost 







Fig. 62 

MS 4 7 (43) Gospel dated 1330. Fol. 219v. Portraits of John and Prochoros 
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Fig 63 

MS 47 (43) Gospel dated 1330. Fol. 220r. Beginning of the Gospel of John 
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Fig. 66 

MS 481 (44) Gospel dated 1330. FoL 9r. Portraits of the donors Kostandin and Avak’tikin 
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Fig. 67 

MS 481 (44) Gospel dated 1330. FoL 9v. Portrait of Hovanes, son of the donors 
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Fig. 72 

MS 404 (172) Gospel illustrated in 1362. FoL 3v. Wedding at Cana. Jesus walking on the waters 121 









MS 404 (172) Gospel illustrated in 1362. Fol. 7r. Healing of the Paralytic. Raising of Lazarus 








Fig. 74 

MS 404 (172) Gospel illustrated in 1362. Entry into Jerusalem. Washing of the Feet 
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the East», is a symbolic image of the Second Coming, render¬ 
ing pictorially the words of Jesus relating to the appearance 
of the «Sign of the Son of Man», when the angels «with a 
great sound of a trumpet» shall gather together «his elect 
from the four winds». Ever since the end of the twelfth 
century, Cilician painters had portrayed the cross appearing 
in the sky to illustrate these verses of the Gospel of Matthew. 
The painters of the region of Van have taken up this image, 
adding to it the angels, and sometimes the figure of Christ at 
the juncture of the arms of the cross. In addition, they have 
completed this evocation of the Second Coming by showing 
the Last Judgement on the opposite page (fig. 86). Christ in 
majesty, figured alone by the painters of Khizan, is accom¬ 
panied by the Virgin and John the Baptist, hands raised in 
an attitude of intercession. Further down, the busts of six 
apostles surround the central figure who, in other manu¬ 
scripts of this region, is identified as Gregory the Illuminator. 
The evangelizer of Armenia thus finds himself in the place 
of honour, in the middle of the apostles who sit enthroned 
with the Son of Man at the Last Judgement. The weighing of 
the souls occupies the lower half of the page. The virtues and 
the sins of naked men, awaiting the verdict, have been put 
in the pans of the scales. A demon tries to make the pan 
laden with sins dip to his side, and his companion brings him 
more sins, depicted by the scrolls which he is carrying on his 
back. This iconographic type of the Last Judgement, proper 
to the region of Van and to the works which are connected 
with it, is a typically Armenian formula. 

In the present state of our knowledge, it is scarcely 
possible to determine whether the Cilician influence appar¬ 
ent in the style and the iconography of these manuscripts is 
due to a deliberate, fifteenth century return to these works, 
or if this influence was already manifested in older manu¬ 
scripts which have not come down to us or are as yet 
unpublished. The colophons of manuscripts have not pre¬ 
served the memory of painters who had come from Cilicia to 



125 






f, r^Jn 


MS 404 (172) Gospel illustrated in 1362. Fol. 4v. Crucifixion. Harrowing of Hell 







these southern provinces of Armenia, nor do they mention 
works which had been brought there as early as the four¬ 
teenth century. There can be no doubt, however, that the 
painters working in the fifteenth century in the region of 
Van, taken in a very wide sense, were acquainted with Cili- 
cian manuscripts, and, until evidence to the contrary is 
forthcoming, the art which they practiced may be considered 
as a reaction against popular forms, in favour of a more 
elegant style. 

The differences between these paintings of the fifteenth 
century and those of Khizan begin to diminish in the follow¬ 
ing century. The master of Khizan then was the priest Sargis, 
the ancestor of a large family of scribes and painters who, in 
their turn, trained numerous disciples. Sargis of Khizan had 
been the student of the scribe and painter Hovsep’ of Aght’a- 
mar, himself the student of Karapet of Berkri, the illustrator 
of Gospel N° 476 (62). This filiation, and the frequent 
contacts between the monasteries, explain the gradual trans¬ 
formation of the paintings of Khizan and the neighbouring 
regions. In the absence of works by Sargis of Khizan or of his 
son Martiros in the New-Julfa collection. Gospel N° 471 
(96), illustrated in 1587 by Bishop Hovsep’ at the monastery 
of Gomats at Bitlis, offers us an example of the painting of 
this region, for, in its choice of subjects, as much as the style 
and iconography of the miniatures, the illustration of this 
manuscript is very near to that of the contemporary works 
from Khizan. The gospel cycle, limited once more to the 
principal feasts, ends with portrayals of the triumphal cross 
and of the Last Judgement similar to those of the fifteenth 
century manuscripts from the Van region or the miniatures 
executed at Khizan in the sixteenth century. The figures, 
with elongated proportions, are painted in brilliant hues 
which stand out conspicuously against the monochromatic 
backgrounds, or even backgrounds of gold (fig. 95). The 
portrait of Mark, writing under the dictation of Peter 
(fig. 96), is a faithful replica of the miniature painted by 
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Fig. 80 

MS 689 (II150) Gospel dated 1391. Fol. 12r. Entombment. Harrowing of HeU 




Martiros of Khizan between the years 1577 and 1579 in 
Gospel N° 2569 of the Patriarchate in Jerusalem and this 
same formula was repeated by other painters of Khizan. Let 
us note in passing that Martiros must have been inspired by 
a Cilician model, for, with the exception of the figure of 
Christ in a medallion, this same type of representation ap¬ 
pears there at the end of the twelfth century. In a very 
interesting passage from the colophon of the Jerusalem 
Gospel, Martiros states that he drew his inpiration from 
models originating in different regions, among others the 
region of Sis. To my knowledge, this is the first specific 
mention made by an artist of this area, of his direct know¬ 
ledge of Cilician works, a knowledge which also appears in 
other representations whose models can be identified. 


Towards the end of the sixteenth century, and above 
all during the following century, the miniatures of several 
manuscripts illustrated in Armenia and in the scriptoria of 
the Diaspora imitate European works. The Cilician painters 
of the thirteenth century, and those of Greater Armenia in 
the fourteenth, had known western paintings, but this know¬ 
ledge was not apparent except in isolated themes such as 
those of the Virgin of Mercy or of the crowned and nursing 
Virgin, or even in details, such as the use of a single nail 
instead of two to fasten the feet of Jesus in the Crucifixion. 
The intrusion of western art on a rather large scale, a phen¬ 
omenon common to all the arts of the Near East during the 
sixteenth and seventeenth centuries, is due to the diffusion 
of printed books decorated with engravings. A work of this 
sort has served as a model, either directly or through the 
intermediary of another manuscript, for the painter Kha- 
tchatur, nephew and student of Martiros of Khizan, in the 
illustration of Gospel N° 670 (104), copied at Khizan in 
1605. With the exception of the portraits of the evangelists, 
all the miniatures in this manuscript imitate Renaissance 
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engravings. In the Burial (fig, 97) two men support the naked 
body of Jesus seated on the edge of the sarcophagus, and a 
third wraps His feet in the shroud. The lines traced on the 
face of the rock reveal the copying of an engraving, but, 
transformed into interlacing lines, they scarcely contribute to 
giving an impression of relief. In the same way, the wall of 
the town, instead of appearing in the distance, rises above the 
Holy Women. In the presence of an artistic conception 
which was foreign to him, Khatchatur has succeeded less 
well in imitating his model than he did when he was copying 
older Armenian miniatures. 


Despite differences due to the personal talent of the 
artists and the diversity of the models, the production of a 
region during a given period, taken all in all, had, as has been 
seen, a fairly homogeneous character. This is no longer the 
case when one considers the earliest manuscripts illustrated 
at New-Julfa. The painters who worked there during the first 
decades of the seventeenth century were originally from 
different provinces of Armenia and for this reason heirs to 
different traditions. The divergencies diminish in proportion 
to the appearance of a new generation, but even then the 
influence of the masters who had trained these painters is felt 
in their works. Thanks to the long memorials of the co¬ 
pyists, one may follow the very interesting history of the 
workshops established in New-Julfa and in the neighbouring 
towns. Scribes and miniaturists often benefited from the 
support of the rich merchants and New-Julfa became one of 
the principal centres of Armenian illumination. 

Among the new arrivals, the most striking painter was 
Hakob dpir (chorister), a native of Old Julfa. A student of 
Zak’aria, Bishop of Gnunik’, he surpassed his master in the 
quality and the variety of his work. He is representative of an 
artistic current whose principal exponants are : the painter 
Arakiel who, between the years 1576 and 1632, worked chief- 
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Fig. 84 

MS 26 (36) Gospel illustrated in the 15th century. Fol 7r. Baptism 
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ly in the region of Erzeroum; the painter David who, in 
1593-94, illustrated a Gospel at the monastery of the Blessed 
Virgin Mary at Khorodik, and the painter of Gospel N° 412 
(106), of New-Julfa, dated 1607. In addition to his native city, 
Hakob of Julfa had lived in the region of Erzeroum, at Keghi 
and in the village of T’vnik, in the province of Vaspurakan, 
at Varag and at Avants. He probably came to New-Julfa with 
the population of Old Julfa, and he relates in moving terms 
the destruction of that city and the exodus of the population. 
Hakob must have died in 1613, for it is certainly of him that 
the copyist of Lectionary N° 491 (215) of New-Julfa speaks, 
deploring the death of the celebrated scribe and painter Ter 
Hakob whom he compares to Beseliel, the builder of the 
Temple of Jerusalem. 

Gospel N° 396 (105), copied and illustrated at New-Julfa 
in 1607 bears witness to the mastery which this painter 
endowed with a vigourous individuality had attained. Com¬ 
pared to the elegant works of the Cilician masters, or even to 
the illustration of the manuscripts of the region of Van, these 
paintings seem almost «barbarous», but they strike one with 
the vigour of their draughtsmanship and by the brilliance of 
the colours. Red, orange and blue predominate, white lines 
with winding outlines suggesting clouds add a lighter note. 
The majority of the figures are stem of bearing, but in certain 
scenes, such as the Annunciation, the graceful posture of the 
Virgin, expressing her submission by the inclination of her 
head and the motion of her hand, placed in front of her 
breast, contrasts with the austere expression of the divine 
messenger (fig. 98). The artist often searches for the effect of 
the whole, the rhythm of the composition, rather than an 
approximation of reality. Thus in the Nativity (fig. 99) only 
the heads of the ox and the ass emerge from the blue back¬ 
ground; the cushion on which the infant Jesus is resting is 
extended into the void, beyond his mother’s knees; the crib 
is transformed into a decorated rectangle, placed like a pil¬ 
low behind the Virgin’s head. Hakob of Julfa often breaks 













Fig. 86 

MS 26 (36) Gospel illustrated in the 15 th century. Fol. 15r. Last Judgement 
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MS 26 ('26^ Gospel illustrated in the 15 th century. FoL 22v. Portrait of Matthew 


139 





























140 


Fig. 88 

MS 559 (54) Gospel dated 1447. Fol. 3r. Raising of Lazarus 









the rigidity of the rectangular framework. Sometimes a rich 
architecture serves as a frame for the scene (figs. 100 & 103); 
elsewhere the ruffled contours of the clouds or of the stony 
ground replace the horizontal strips (fig. 106), or a part of the 
composition even overflows into the lower margin (fig. 105). 
Colour often contributes to concentrating attention onto the 
principal characters. A blue aureola surrounds Christ not 
only in the Transfiguration (fig. 101), in conformity with the 
gospel text, but also in the Entry into Jerusalem (fig. 102) and 
the Betrayal. The orange backgrounds which surround Mary 
and John at the sides of the cross almost entirely hide the 
spongebearer and the soldier with the spear (fig. 104). As in 
other contemporary representations of the Crucifixion, the 
pelican nourishing her young has been depicted at the top of 
the cross. This image is inspired by the Physiologus which 
had been translated into Armenian at an early date. Accord¬ 
ing to this text the pelican is a symbol of the Resurrection 
because she brought her young back to life, after three days, 
by piercing her flank and pouring out her blood over them. 

The majority of the figures are depicted in calm and 
dignified attitudes, but the artist does not hesitate to exagger¬ 
ate the gestures for the sake of expression, for example those 
of the Apostles dazzled by light at the moment of the Trans¬ 
figuration (fig. 101) or the guards at the sepulchre, van¬ 
quished by slumber (fig. 106). In the Harrowing of Hell, the 
calm and dignified demeanour of Adam and Eva contrasts 
with the contorted poses of the sinners (fig. 105). In lieu of 
demons in chains, one sees great serpents coiled round the 
shattered gates of Hell, and the ever-gnawing worms swarm 
in the flames. 

Ornamental designs have invaded all the space of the 
first three portraits of the evangelists, and the furnishings, the 
pulpit in particular, no longer bear any resemblance to real 
shapes (fig. 108). The mountain range which rises behind 
John (fig. 109) is transformed into a frame with jagged edges. 
In comparison with these pages of a wealth bordering on 
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142 MS 559 (54) Gospel dated 1447. FoL 7r. Entombment. Harrowing of Hell 
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profusion, the decoration of the Canon Tables (fig. 107) is 
relatively simple. An animal is often shown in the lunette, 
and, as in the portraits of the evangelists, large curtains wind 
around the columns. 

Another painter, belonging to the same artistic school as 
Hakob of Julfa, worked in New-Julfa during this period and 
illustrated there, in 1607, Gospel N°412 (106). The manu¬ 
script was copied by Sargis abegha, a student of the cleric 
Hovsep’, but it does not seem that the scribe also illustrated 
it, since the miniatures of the Menologion N° 434 (237) 
copied in 1615 by this same Sargis, student of Hovsep’, are of 
an entirely different style. A third manuscript copied by this 
Sargis has come down to us, namely the Psalter N° 104 (55) 
of the Church of the Forty Martyrs at Aleppo, dated 1618. 
The several miniatures of this Psalter were painted by Mes- 
rop of Khizan. 

The miniatures of Gospel N° 412 (106) most often com¬ 
posed according to the same iconographic formulae as those 
of the Gospel of Hakob of Julfa, are a somewhat sobered 
version of it. The scenes are less crowded, and sometimes less 
well composed, the physiognomies less expressive, the atti¬ 
tudes less varied, and the drawing is less precise. A compari¬ 
son of the two scenes of the Nativity (figs. 110 & 99) suffices 
to show the iconographic similarities at the same time as the 
stylistic differences between the work of these two painters. 
But, just like Hakob of Julfa, the painter of Gospel N° 412 
(106) seeks decorative effect. To this end, he has multiplied 
the number of wings of the four angels who carry the aureole 
of Christ ascending (Jig. Ill), as well as those of the apocalyp¬ 
tic animals which surround the throne of Christ in Majesty, 
and of which only the haloed heads are visible (fig. 112). The 
group of demons with their shocks of hair on end enlivens 
this simplified representation of the Last Judgement; to the 
left an angel holding a large head and a lance emerges from a 
red crescent. One special feature distinguishes this represen¬ 
tation from the majority of the other examples of this theme, 
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Fig. 68 

MS 481 (44) Gospel dated 1330. FoL lOr. Portraits of the wife and the sister of Hovanes 
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Fig. 69 

MS 404 (172j Gospel illustrated in 1362. Fol. Iv. Nativity 
















Fig. 78 

MS 404 (172) Gospel illustrated in 1362. FoL 6v. Christ enthroned and donors 
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Fig. 83 

MS 26 (36) Gospel illustrated in the 15th century. FoL 4v. Annunciation 





















Fig. 98 

MS 396 (105) Gospel dated 1607. FoL lv. Annunciation 
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Fig. 99 

MS 396 (105) Gospel dated 1607. Fol. 2r. Nativity 












Fig. 108 

MS 396 (105) Gospel dated 1607. Fol 27v. Portrait of Matthew 
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Fig. 112 

MS 412 (106) Gospel dated 1607. FoL 18r. Christ enthroned. Weighing of Souls 













Fig. 117 

MS 15 (1) Bible dated 1662. FoL lOv. Scenes from Genesis 
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Fig. 118 

MS 15 (1) Bible dated 1662. Fol. 12r. First page of the book of Genesis 












Fig. 119 

MS 15 (1) Bible dated 1662. FoL 453v. Portrait of Matthew 
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namely the large blue veil held behind Christ by two angels; 
this same detail reappears in a Gospel illustrated in 1610 by 
Hakob of Julfa (Matenadaran N° 7639). 


Gospel N° 412 (106), illustrated by a painter of whom 
no other work is as yet known, must be taken into considera¬ 
tion in the study of an artistic current whose range embraces 
the northern and southern provinces of Armenia and which, 
with the transfer of populations by Shah Abbas, penetrated 
to New-Julfa. But this art does not seem to have taken root 
there, because another painter, the deacon Mesrop, original¬ 
ly from Khizan, exerted a greater influence. Mesrop had 
been the student of Sargis Mazman, of Martiros of Khizan 
and of his son Grigoris, and he had begun work at Khizan in 
collaboration with Khatchatur, the illustrator of Gospel N° 
670 (104). Mesrop found himself in New-Julfa as early as 
1608 and he displayed great activity there until 1652, copy¬ 
ing, illustrating and binding some thirty manuscripts and 
training numerous pupils. 

The illustration of Menologion N° 466 (241), copied in 
1630 at the village of Harevan, near Isfahan, is in large part 
the work of Mesrop. The rigid and schematized style of this 
painter, characteristic of the contemporary manuscripts of 
Khizan, shows itself in the marginal miniatures and in the 
frontispiece (fig. 113). The triumphal cross, with Christ en¬ 
throned at the crossing of the arms and angels blowing trum¬ 
pets, stands out against the gold background sprinkled with 
stars; the donors are kneeling at the foot of the cross. An 
ordination scene takes up the lower half of the page, but 
neither this scene, nor the image of the Second Coming, are 
related to the text which faces them. The Menologion begins 
on the First of Navasard (August 11th) with the account of 
the feast of John the Baptist established by Gregory the 
Illuminator, and the themes chosen to illustrate this narra¬ 
tive are either the portraits of John the Baptist and of Gre- 
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Fig. 91 

MS 163 (211) Lectionary dated 1457. FoL 355v. Pentecost 
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Fig. 92 

MS 529 (58) Gospel dated 1460. Fol. 163v. Portrait of Luke 









Fig. 93 

MS 476 (62) Gospel dated 1472. Fol. 4r. Adoration of the Magi 
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gory the Illuminator or those of Gregory and King Trdat, as 
the latter is mentioned in the text. Nevertheless, in another 
Menologion illustrated at New-Julfa in 1615, N° 434 (237), 
an ordination scene again occupies the lower half of the 
frontispiece and in the upper half the theme of the Second 
Coming has been portrayed in the guise of Christ in Majesty 
between the Virgin and John the Baptist. Thus it seems that 
we have here a choice peculiar to this region, at least until 
other manuscripts, as yet unpublished, furnish us with other 
examples. 

The second full page miniature of this same manuscript, 
the Adoration of the Magi, which faces the readings for the 
feast of the Nativity, is the work of another artist whose 
name does not appear in the colophon (fig. 114). The Virgin, 
a very young girl, is seated under a small projecting roof in 
front of a high wall, as in western paintings, and Joseph, 
carrying a basket, stands behind her. Mary presents to the 
three Magi the infant Jesus, completely naked and making 
the sign of the blessing. The first king, kneeling with joined 
hands, is clothed in a richly decorated cloak and the other 
two wear Persian dress, but again, as in western art, the 
youngest, Balthazar, is black. The star which had guided the 
Magi shines in the sky, and the miniaturist has succeeded in 
creating the illusion of space in his painting of the land¬ 
scape. 

Contemporary paintings in the churches of New-Julfa, 
and even more those in the houses of rich notables, show this 
same juxtaposition of elements of western inspiration and 
figures of Persian type and costume. The presence of Euro¬ 
pean artists in Isfahan and New-Julfa is attested by the 
accounts of travellers, but there were, in addition, Armenian 
painters with foreign training. The historian Arak’el of 
Tabriz speaks at length of a certain Minas who had been the 
student of a «Frankish» painter residing at Aleppo. On his 
return to his native city of New-Julfa, Minas decorated the 
houses of many notables, among others that of Khoja Safraz, 



Fig. 94 

MS 476 (62) Gospel dated 1472. Fol. 9v. Holy Women at the Sepulchre 
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Fig. 95 

MS 4 71 (96) Gospel dated 1587. Fol. 7v. Presentation at the Temple 















the son of Khoja Nazar; he was equally well known as a 
portraitist and miniaturist. It is possible that the painter of 
the Adoration of the Magi had also been trained by a foreign 
master. The skill with which he could imitate a European 
work stands out even more when this miniature is compared 
with the analogous composition of another New-Julfa Meno- 
logion, N° 219 (249) illustrated in 1658 by Ter Step’annos. 

Regional differences tend to diminish in the course of 
the seventeenth century. The works produced in Armenia or 
in the workshops of the Diaspora, as far removed from one 
another as those of Constantinople, of Lwow or of New- 
Julfa, for example, are often very close to each other. If one 
were to try to analyse briefly the art of this period, one could 
distinguish constituent elements of unequal importance: 
those which are borrowed from western art, and those which 
derive from Cilician painting. The influence of western mo¬ 
dels appears in the iconography of several scenes and to a 
lesser degree in the style, while the far greater influence of 
Cilician art affects the style and the iconography.The pain¬ 
ters of the seventeenth century tended to imitate the sump¬ 
tuous works of the thirteenth century, and they have some¬ 
times even specified the manuscript which they copied. Gold 
glitters in the figurative scenes and on the decorative pages 
which, in the richness of the whole and the delicacy of 
drawing, often equal their models; but the supple forms, the 
lively and varied attitudes, have yielded to a drier workman¬ 
ship and more monotonous compositions. Thus in the As¬ 
cension painted in 1634 by Step’annos of Julfa (fig. 115), 
where two angels stand at the sides of the Virgin as in many 
a Cilician example, the apostles are all depicted in the same 
rigid pose and making the same gesture. The mountain in the 
background is reduced to a few white lines traced on the blue 
ground and the angels, instead of flying as they carry the 
aureole of Jesus, seem to be sitting. 

This style also often characterizes the representations 
which derive in the final analysis from other models, like 
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Fig. 97 

MS 670 (104) Gospel dated 1605. FoL 12v. Entombment 
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Fig. 100 

MS 396 (105) Gospel dated 1607. Fol. 3v. Presentation at the Temple 













Christ rising from the tomb, a western formula of the Resur¬ 
rection which has replaced the Harrowing of Hell, or Jesus 
appearing to the Holy Women. In the miniature of Menolo- 
gion N° 512 (250), illustrated in 1661 by Hayrapet of New- 
Julfa, the figure of Christ, dressed only in a blue loincloth 
and a large red cloak, and holding the cross with a red 
banner, stands out against the gold background. A triple row 
of blue spirals, suggesting clouds, surrounds Him. A soldier 
is lying down in the foreground, another holds up the slab 
which had covered the sarcophagus, and an angel in prayer 
has been added to this scene. Despite a certain dryness in the 
execution, the composition is quite impressive (fig. 116). 

It would however be wrong to think that these late works 
do nothing but repeat the creations of earlier centuries, for 
many new subjects appear, in particular in the Bibles and the 
liturgical manuscripts. The Missal N° 506 (316), illustrated 
in 1687 on the occasion of the visit of a legate of the Catholi- 
cos to Isfahan, is such an example. This manuscript is a 
sumptuous work. On each page, a decorated framework 
surrounds the two columns of writing, and numerous minia¬ 
tures inserted in the text illustrate the words of the celebrant 
literally, or they represent the different moments of the 
liturgy. The frontispiece (fig. 123) evokes a solemn moment 
of the mass and suggests its profound meaning. A bishop, in 
sumptuous sacerdotal costume, is giving a blessing with his 
right hand, and holds in his left the small cross which the 
celebrant uses during the celebration of the eucharist; dea¬ 
cons carrying tapers, censers, cymbals and flabella (k’shots) 
assist the bishop. The depictions in the upper register 
symbolically evoke the sacrifice of the mass. The crucifix, 
surrounded by clouds, and accompanied by tapers and two 
small crosses, stands under a cupola, an image of the celestial 
vault inhabited by the angels. To the right the book of the 
gospels is placed on a lectern, while a half-length portrait of 
Christ in a chalice, drawn on the left, is an image of the 
sacrificed Lamb. 




Fig. 102 

MS 396 (105) Gospel dated 1607. Fol 7v. Entry into Jerusalem 
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THE17TH 
CENTURY BIBLES 


In an inscription in the frame, the miniaturist calls 
himself «the sinner Hayrapet», just as in Menologion N° 512 
(250); this name, added to the close stylistic relationship of 
the miniatures, leads us to believe that these two manuscripts 
were illustrated by the same painter, one of the best artists 
in New-Julfa during the second half of the seventeenth cen¬ 
tury. 


Th e Old Testament did not particularly engage the at¬ 
tention of the Armenian miniaturists of the Middle Ages, 
and no work exists comparable to the Byzantine or Latin 
Bibles which had been abundantly illustrated from an early 
period on. The beautiful manuscript of Jerusalem, N° 1925, 
illustrated at Erznka in 1269 with large compositions con¬ 
cerning the principal books of the Old Testament, is a uni¬ 
que example. The Cilician Bibles of the thirteenth and four¬ 
teenth centuries are more modest undertakings. The illustra¬ 
tion is, in general, limited to the portraits of the authors, 
although, during this same period, narrative scenes some¬ 
times accompanied the Biblical extracts included in the Psal¬ 
ters and the Lectionaries. Similar scenes appear but rarely in 
the manuscripts of Greater Armenia, even in a luxurious 
specimen like the Bible of Esayi Ntchetsi, the superior of the 
monastery of Gladzor, or in those which were illustrated by 
the painter Avag or by Mkrtitch Nakhash. But from the 
beginning of the seventeenth century on sumptuous Bibles 
appear, often enriched with numerous narrative scenes 
grouped at the beginning or inserted into the body of the text, 
near the appropriate passages. 

Many Bibles illustrated at New-Julfa in the course of the 
seventeenth century have come down to us. It seems ne¬ 
vertheless that when the Armenians were newly arrived the 
scriptoria were not as yet sufficiently well organized to un¬ 
dertake works of great extent, because on at least two occa¬ 
sions the sponsors had recourse to the scribes and painters 
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Fig. 105 

MS 396 (105) Gospel dated 1607. Fol llv. Harrowing of Hell 
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of Constantinople. In 1607 Khoja Nazar, the son of Khoja 
Khatchik sent an order to the scribe Hakob of Constantino¬ 
ple. The copy and the illustration of this Bible, preserved at 
the Calouste Gulbenkian Museum in Lisbon, were not fi¬ 
nished until 1625 and the manuscript was brought to New- 
Julfa in 1629. Another notable, Melik’aghi, the son of Khoja 
Safar, addressed himself in turn to the scribe Hakob, and to 
the painter Khatchatur. This Bible (Jerusalem, Armenian 
Patriarchate N° 428), less lavishly illustrated than the pre¬ 
ceding, was finished in 1620. These two manuscripts must 
have served as models for the painters of New-Julfa, because 
many of their compositions are repeated, with slight differ¬ 
ences, in at least three manuscripts which were illustrated 
there: the manuscript N° 1 of the Kevorkian collection in 
New York, dated 1639, the manuscript N° 1933 of Jerusalem, 
dated 1645, and the manuscript N° 15 (1) of New-Julfa, 
copied in 1662 by the scribes Markos, Hovsep’, Hovhannes 
and Hakob. 

The composition of the frontispiece, identical to that of 
the other manuscripts which have just been mentioned, illusr 
trates, in summary, the story of the first three chapters of 
Genesis (fig. 117). God, portrayed with the characteristics of 
Christ, is enthroned surrounded by the four apocalyptic 
animals. The inscription which accompanies this image 
reads: «By the grace of the Lord the earth becomes full, and 
by the word of the Lord the heavens were established». The 
work of the six days of the Creation is summarily indicated 
in the medallions. There, in succession, are : the separation 
of darkness and light, symbolized by the angels; the earth in 
the middle of the waters; the trees and the plants; the great 
luminaries; the fowl; and the animals which populate the 
earth. The following episodes fill the field of the miniature 
where the trees and the flowers scattered on the gold back¬ 
ground suggest the Garden of Eden. God speaks to Adam and 
He creates Eve from the side of Adam. On the following 
register, the action unfolds from right to left: Eve, tempted 
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Fig. 107 

MS 396 (105) Gospel dated 1607. FoL 21v. Canon Table 








Fig. 109 

MS 396 (105) Gospel dated 1607. FoL 197v. Portraits of John and Prochoros 
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Fig. 110 

MS 412 (106) Gospel dated 1607. Fol. 4r. Nativity 
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Fig. Ill 

MS 412 (106) Gospel dated 1607. Fol. 15v. Ascension 





by the serpent, holds out the apple to Adam; then both, girt 
with leaves, stand before God. The cycle finishes with the 
expulsion from paradise, represented by a fortified enclosure 
whose door is guarded by a flaming cherub brandishing his 
sword. This series of images, specifically Armenian, differs 
from the representations of other Bibles illustrated at New- 
Julfa or in other towns and which are inspired by western 
models. 

The decoration of the first page of Genesis repeats as 
well, except for minor details, that of the two Bibles illustrat¬ 
ed at Constantinople and of the Jerusalem MS. N° 1933 dated 
1645 (fig. 118). In the centre of the chapter heading, covered 
with floral designs, Jesus, shown head and shoulders in a 
medallion, blesses with both hands. Luminous rays, in the 
middle of which one sees the dove of the Holy Spirit and a 
man in prayer, issue from the hands of Jesus and descend on 
twenty-four nimbed heads. Above the rectangle, two red 
seraphim frame a floral design which replaces the lamb 
lying on the altar depicted in the other three Bibles. A young 
man with a halo, standing on the head of a fox, and holding 
aloft a book on which an eagle with a halo is perched, 
delineates the vertical shaft of the initial I; a lion forms the 
loop of the letter. The eagle identifies this person as being 
the evangelist John; his presence, combined with the sacri¬ 
ficed lamb shown in the three other manuscripts, allows one 
to recognize in the twenty-four haloed heads the depiction of 
the twenty-four elders of the Apocalypse. 

The entire page with its glistening colours has a very 
beautiful decorative effect. The zoomorphic letters of the 
first two lines of the text, painted on a gold background, are 
excellent examples of the forms in which the Armenian 
miniaturists excelled, creating new combinations each time. 

The portraits of the evangelists are the only other figura¬ 
tive miniatures in this manuscript. That of John, dictating to 
Prochoros, is stylistically related to the miniatures of the 
frontispiece (fig. 122), but the three preceding were painted 



Fig. 113 

MS 466 (241! Menologion dated 1630. Fol. 4v. Triumphal Cross and donors. Ordination scene 
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Fig. 114 

MS 466 (241) Menologion dated 1630. Fol 270v. Adoration of the Magi 
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Fig. 115 

MS 398 (116) Gospel dated 1634. Fol 18v. Ascension 
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by another artist who, in addition, had recourse to a different 
model from that of which his companion had availed himself 
(figs. 119-121). Matthew, Mark and Luke are seated in natural 
poses, their ample mantles fall in supple folds, and the 
graduated modelling emphasizes the shape of the limbs. 
Western influence, absent from the other miniatures, appears 
in the manner of representing the symbols, in particular the 
lion seated at the feet of Mark, and the ox which seems to 
kneel in front of Luke. This influence is equally evident in 
the form of the evangelists’ chairs, in the building which rises 
to the right in the portrait of Matthew, the general appear¬ 
ance of which suggests a Renaissance palace (fig. 119). The 
painter has, in addition, added the panoramic view of a city 
beyond the wall of the room; the angel holding out an 
inkwell to Matthew is a «realistic» detail in western taste. 

The latest example included in this collection, Gospel 
N° 516 (149), copied at New-Julfa by the chorister (dpir) 
Amir Sargis, does not have the artistic value of the preceding 
works. The clumsy forms of the figures, the faces without the 
slighest modelling, the schematically drawn clothing, show 
the decadence of the art of the miniature. Several scenes, like 
the Presentation, where the old man Simeon is crowned with 
a mitre, deviate somewhat from the traditional formulae 
without for all that creating interesting compositions 
(fig. 124). Nevertheless, the miniatures on a gold background 
grouped at the beginning of the manuscript, those which are 
inserted in the text, and the decoration of the Canon Tables 
and the preliminary pages of the gospels bear witness to the 
prestige which illuminated manuscripts still retained. When, 
as early as 1512, Hakob Meghabard , a native of Julfa, began 
to print Armenian books at Venice, when a little later the 
rich merchants of Julfa lent their support to the printer 
Abgar, and when in 1638 Khatchatur of Caesarea founded a 
printing house in New-Julfa, the scribes and miniaturists, 
faithful to a thousand year old tradition, continued their 
labors until the end of the seventeenth century and even to 
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Fig. 116 

MS 512 (250) Menologion dated 1661. FoL 188v. Resurrection 
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Fig. 120 

MS 15 (1) Bible dated 1662. Fol 468v. Portrait of Mark 



















the beginning of the eighteenth. They were supported and 
encouraged in this by the desire of those for whom, as is often 
specified in the memorials, these manuscripts were imperi¬ 
shable treasures and the warrants of their salvation. 
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Fig. 121 

MS 15 (1) Bible dated 1662. FoL 481v. Portrait of Luke 




















Fig. 122 

MS 15 (I) Bible dated 1662. Fol 498v. Portraits of John and Prochoros 
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Fig. 123 

MS 506 (316) Missal dated 1687. FoL 2v. Bishop and deacons 

















DESCRIPTION OF THE MANUSCRIPTS 

by Arpag Mekhitarian 

The miniatures, studied by Miss Sirarpie Der Nersessian in the previous 
chapter, illustrate twenty-nine manuscripts chosen among the most representa¬ 
tives of the collection of Holy Saviour’s Convent in New-Julfa. The following 
description is made according to the number of these manuscripts, the figures 
between brackets being those of the catalogues in Armenian prepared by S. Ter- 
Avetissian and L. G. Minassian and mentioned at the beginning of the present 
publication (see p. 22). 

For each manuscript, we give, in the following order, the name of the place, 
the date, the material - whether paper or parchment -, the number of pages or 
folios, the state of preservation, the names of the copyist, painter and donor, the 
colour of the ink used, the kind of script, the illustrations with their size, a sum¬ 
mary of the colophon or memorials and a few remarks about the style of the 
miniatures. 
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Fig. 124 

MS 516 (149) Gospel dated 1696. Fol. 5v. Presentation at the Temple 







MS 15 (1): BIBLE 

New-Julfa, 1662/1663 

Thick, brillant paper, 577 leaves, 26,5 x 
20,3 cm. 

Excellent condition, bound in leather with 
the crucified Christ at the four corners. 

Copyists : Ter Markos, Ter Hovsep’, Hov- 
hannes and Hakob. 

Donors: the sisters Elisabeth and Sanam. 

Black ink used for the text, red ink (excep¬ 
tionally, blue ink) used for the titles, capitals,, 
and margin decorations. 

The text is divided into two columns of 49 
lines (19,2 x 7,9 cm). 

Script: bolorgir, zoomorphic initial letters 
(t'rtchnagir). 

Numerous margin decorations: stylized flor¬ 
al elements traced in red ink like the chapter 
headings. 

Polychrome beginnings for the books (full 
page): fol. 455r, the Gospel according to 
Matthew; fol. 470r, the Gospel according to 
Mark; fol. 483r, the Gospel according to Luke; 
fol. 500r, the Gospel according to John. 

Canon Tables, monochrome in red ink: 
fols. 447v-448r; Letter of Eusebius, fols. 448v- 
452r. 

Illustrations on a gold background : fol. lOv, 


the Creation (19 x 13,7 cm); fol. 12r, beginning 
of Genesis (full page, 26,5 x 20 cm); fol. 453v, 
Matthew (18,7 x 13,7 cm); fol. 468v, Mark (19 
x 13,5 cm); fol. 481v. Luke (18,5 x 13,5 cm); 
fol. 498v, John (18,7 x 13,5 cm). 

Protective over-leaves: II (lost), 454, 469, 
482, 499. 

Memorials, fols. 576v-577r: mention of the 
donors and copyists, as well as the beneficiary, 
Step’annos vardapet, the brother of the two 
sisters; these same mentions reappear in sever¬ 
al other memorials in the text; as to the date 
(in the Armenian era), the fol. 576v cites Au¬ 
gust, 1662 to April, [1663]; the fol. 559r cites 
August 10, 1662 to the month of January; on 
the binding it is written, «this Bible was com¬ 
pleted in 1663 ». 

Content: the complete Old Testament and 
complete New Testament. 

Style: carefully finished and rich in colour 
but stereotypical, with certain errors in the 
representation of the human body (the Crea¬ 
tion, fol. lOv). 

MS 26 (36): FOUR GOSPELS 

Caesarea, 1303 (however the miniatures date 
from the 15th century). 

Thick, yellow paper, 319 leaves, 26 x 
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17,5 cm. 

Good condition with some parts damaged by 
humidity; bound in leather. 

Copyist: Kostandil vardapet in 1303 
(fols. 314r and 315r). 

Painter: Minas (fol. 14v), known principally 
for the MS Jerusalem 3815 dated 1455. 

Donors: Kirakos, then Daout. 

Black ink, titles and capitals in red ink. 

Text in two columns of 22 lines (19 x 
5,7 cm). 

Script: great bolorgir. 

Margin decorations; flowers, birds, human 
figures (most likely done by Minas). 

The beginnings of the Gospels are in red and 
blue ink : fol. 23r, Gospel according to Matth¬ 
ew; fol. 103r, Gospel according to Mark; 
fol. 157r, Gospel according to Luke; fol. 249r, 
Gospel according to John. 

Canon Tables in red and blue ink : fols. 16v- 
17r; Letter of Eusebius, fols. 19r-21r (according 
to the catalogue, fols. 17v-21r). 

Illustrations, generally on a blue background 
(in a frame of 19 x 11 cm on the average); Life 
of Jesus: fol. 4v, Annunciation; fol. 5r, Nativ¬ 
ity; fol. 6v, Presentation at the Temple; fol. 7r, 
Baptism; fol. 8v, Transfiguration; fol. 9r, Rais¬ 
ing of Lazarus; fol. 9v, Entry into Jerusalem; 
fol. lOr, Washing of the Feet; fol. lOv, Cruci¬ 
fixion; fol. Ur, Entombment; fol. llv, Harrow¬ 
ing of Hell; fol. 12r, Holy Women at the Se¬ 
pulchre; fol. 13v, Ascension; fol. 14r, Pente¬ 
cost; fol. 14v, Adoration of the Cross by the 
donors and their children (in total, six people), 
with the signature of Minas; fol. 15r, Last 
Judgement. - Evangelists : fol. 22v, Matthew 
(with invocatory text of three lines of the co¬ 
pyist or painter); fol. 102v, Mark; fol. 156v, 
Luke; fol. 248v, John. 

Margin figures: fol. 99r, Mary Magdalene; 
fols. 153r and 242v, Joseph of Arimathea. 

Memorials: fols. 314r and 315r, the name of 
the copyist, Kostandil, with mention of Cae¬ 
sarea and the date 1303; fol. 314v, the donor 


Kirakos the bell-ringer; fol. 315r, the other 
donor, Daout; fol. 318r, the restorer Martiros 
through the intervention of Ter Astouadsatur 
and Ter Barsegh; fol. 14v, the painter Minas 
(± 1432-1482). 

Content: Matthew, fols. 23r-100v; Mark, 
fols. 103r-155r; Luke, fols. 157r-247r; John, 
fols. 249r-313r. 

Style of the miniatures : warm colours (red, 
yellow, blue, green), static figures with slender 
proportions and fixed expressions, highly- 
stylized drapery. 

MS 36 (156): FOUR GOSPELS 

Horomos (?), 1236. 

Fine quality, white parchment, 407 leaves, 

33.5 x 24 cm. 

Excellent condition, bound in leather en¬ 
graved with a large cross with traces of nails. 

Copyists: Ignatios (cf. MS Matenadaran 
1519 dated 1232) and his disciple, Hovsep'. 

Painter: the same, mentioned both as 
«draftsman» (fol. 16r), and as copyist. 

Donors: in 1236, Brnavor and his wife, 
Tghatikin; in 1321, Karapet son of Tiratur, 
from the village of Shahastan near Garni, and 
his wife, Esukan; in 1621, Frangul who had it 
restored. 

Black ink. 

Text divided into two columns of 17 lines (24 
x 6,7 cm). 

Script: uncial erkat’agir, also for the initial 
letters sometimes traced in red. 

Margin decorations: numerous and varied 
(flowers, architectural elements, etc.), poly¬ 
chrome. 

Beginnings of the gospels are headed with a 
small frame in the same colours as the first 
word in decorative letters, the rest is written in 
uncials, with margin decorations, headed by a 
cross (fols. 21r, 125r, 202r, 317r). 

Canon Tables in red, blue, and green (25 x 

19.5 cm), in small leaning uncials which re- 
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semble bolorgir (fols. 16v, 17r and v, 18r and v, 
19r and v, 20r); the Letter of Eusebius within 
an oval, same colours and script (fols. 15v-16r). 

Illustrations: Life of Jesus on a blue back¬ 
ground (24 x 15,5 cm): fol. lv, Annunciation 
(faded); fol. 2r, Nativity; fol. 3v, Presentation 
at the Temple; fol. 4'r, Baptism; fol. 4"v, 
Transfiguratioin; fol. 5r, Raising of Lazarus; 
fol. 6v, Entry into Jerusalem; fol. 7r, Washing 
of the Feet; fol. 8v, Crucifixion; fol. 9r, Guard¬ 
ing of the Tomb; fol. lOv, Harrowing of Hell; 
fol. Hr, Ascension; fol. 12v, Pentecost; fol. 13r, 
Christ enthroned. - Evangelists: fol. 20v, 
Matthew (± 23 x 16,5 cm); fol. 124v, Mark 
and the donors of 1321, Karapet and Esukan 
(± 26 x 17 cm); fol. 201v, Luke (± 23,5 x 15,5 
cm); fol. 316v, John (± 25 x 17 cm). 

Memorials: the copyist (and painter) Igna- 
tios, fol. 16r at the bottom of the Letter of 
Eusebius (with the mention of his disciple, 
Hovsep’), fol. 21r at the beginning of the Gos¬ 
pel according to Matthew, fol. 200v at the end 
of the same gospel, fol. 316r, fol. 403r; the 
donor Brnavor and his wife, Tghatikin, 
fol. 124r in red and green in place of rubbed 
memorial, fol. 316r, fol. 403r, dated 1236, the 
year of the copy which coincides with that of 
the fall of Ani to the Tatars, fol. 404r, dated 
1238 with the mention of the gift of the Gospel 
to the place of pilgrimage Khdskonk’ called the 
convent of Tikor with [the churches of] Saints 
Sargis, Grigor and Hakob, then a recall of the 
disastrous events of 1236; fol. 405v mentions 
the reception of the donation by the bishop 
Abas, the vardapet Paulos and Father Grigor 
(the first two are also mentioned in fol. 404r); 
the second donor Karapet, son of Tiratur from 
the village of Shahastan in the region of Garni, 
and his wife, Esukan, fol. 14r in bolorgir dated 
1321 with mention of the donation to the con¬ 
vent of Hayots T’ar for the new church of 
St. John the Baptist but the suppression of the 
name of the catholicos, fol. 124v with their 
portraits below Mark; the last donor and res¬ 


torer of the manuscript in 1621 khoja Frangul 
and his wife, Khatchik, fol. 406r; finally in¬ 
scription of the manuscript under the n°685 
(with mention that it is 615 years old) at 
[New]-Julfa the 5th of November, 1851, fol. lr. 

Style of the miniatures: rich colours on an 
intense blue background, subtle colours (pink, 
red, yellow, brown, blue, green, and some 
white for beards and hair), expressive model¬ 
ling of the faces which are generally sad and 
darkly tinted, rather stiff drapery but it follows 
the lines of the bodies, scanty architectural 
framework, scanty landscape rendering, the 
Canon Tables and decorative elements more 
archaic. 

MS 38 (39): FOUR GOSPELS 

Rome, 1310. 

Fine, pure parchment, 327 leaves, 23,5 x 
18 cm. 

Excellent condition, bound in worn leather, 
clasps lost. 

Copyist: Timot’. 

Donor: the same, in offering to the Arme¬ 
nian Home of Perugia. 

Black ink, capitals and first lines in red, use 
of gold for decorative elements. 

Text in two columns of 19 lines (17,5 x 
5,7 cm). 

Script: bolorgir. 

Margin decorations : rare (fol. 7r, lOlr, 160r, 
253r). 

Canon Tables: fols. 2v-6r; Letter of Euse¬ 
bius, fols. lv-2r. 

Illustrations : the four evangelists in a frame 
above the beginning of each gospel: fol. 7r, 
Matthew in an incomplete background in red 
ink (4x3 cm); fol. lOlr, Mark with a lionine 
head (12 x 6,5 cm); fol. 160r, Luke (12 x 8 cm); 
fol. 253r, John winged (12 x 8,5 cm). 

Memorials: fols. 324v-325r, memorial of 
the copyist Timot’ with mention of the date of 
donation to Perugia; fol. 326r, purchase of ma- 
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nuscript by Amir of Capha in 1442; fol. 252v, 
acquisition by the archbishop Nikol son of 
Jacob Thorossovitch, prelate of Polish Arme¬ 
nians (who forced the Armenians to convert to 
Roman Catholicism), Tuesday, September 22, 
1629; fol. 4r, note in notrgir (cursive script) 
from the hand of the deacon Ohanes Ter T’a- 
deossian, servant of St. James, dated 1765. 

Style: pecular, Italian influence, non- 
Armenian. 

MS 47 (43): FOUR GOSPELS 

Djghavna anapat, 1330. 

Parchment: fols. 1-282 and paper: fols. 
283-288; total 288 leaves, 23 x 16 cm. 

Good condition, bound in leather with a 
cross engraved on the front cover and various 
elements engraved on the back cover. 

Copyist: Kirakos vardapet of Erznka (Erzin- 
can). 

Painter: Kirakos of Tabriz. 

Donors: Vegen (called Vrt’anes) and his 
brother, Pitchar. 

Black ink, capitals in gold, as are the begin¬ 
nings of sentences which are partially red, 
initial letters in gold, red, and blue. 

Text in two columns of 23 lines (18 x 5 cm). 

Script: bolorgir. 

Numerous margin figures and decorative 
elements (birds, flowers, etc.). 

Canon Tables (21,5 x 16 cm): fols. 15v-22r; 
Letter of Eusebius (21,5 x 16 cm): fols. 13v-14r; 
beginnings of the gospels (± 21 x 12 or 13 cm): 
fol. 24r, Matthew (with Mary and the Child); 
fol. 93r, Mark; fol. 139r, Luke; fol. 220r, John 
(with two female-headed birds and a mosque 
lamp). 

Illustrations: Life of Jesus (18 x 11,5 cm): 
fol. lv. Annunciation; fol. 2r, Nativity; fol. 3v, 
Presentation at the Temple; fol. 4r, Baptism; 
fol. 5v, Transfiguration; fol. 6r, Entry into Je¬ 
rusalem; fol. 7v, Washing of the Feet; fol. 8r, 
Crucifixion; fol. 9v, Entombment; fol. lOr, Re¬ 


surrection; fol. llv, Ascension; fol. 12r, Pente¬ 
cost. - Evangelists : fol. 23v, Matthew (19 x 
12 cm); fol. 92v, Mark (17 x 11 cm); fol. 138v, 
Luke (18 x 11,5 cm); fol. 219v, John (18 x 
11,5 cm). - Samples of margin figures : fol. 60v, 
Healing of the Possessed; fol. 67r, Jesus and 
the sons ofZebedee; fol. 160r, the Raising of 
a dead man at the gates of Nain; fol. 230v, a 
peacock; fol. 254v, a bird with a human head; 
fol. 273v, Cross (with text of the Crucifixion); 
fol. 276v, Apparition of Jesus to His Disciples. 

Memorials: fol. 281r, mention of the mer¬ 
chant-prince Vegen, called Vrt’anes, who be¬ 
came a religious and built, with his brother, 
the Prince Pitchar, churches devoted to the 
Virgin and the convent of Deghdzanavank, 
having commanded the copying, illumination, 
and binding of this Gospel and placing it in a 
gold, silver, pearl-studded and jewelled coffin 
in the year 1330, under the catholicosate of 
Hakob and during the reign of Leon [IV] over 
the Armenians and King Georg over the Geor¬ 
gians; also mention of some others in the 
unknown lieu of Djghavna anapat (= convent) 
of Posait, as well as of the copyist, Kirakos 
vardapet of Eznka (sic instead of Erznka = 
Erzincan); fol. 282r, excusing himself for the 
clumsiness of his script and spelling errors, the 
copyist states that he is unversed in grammar; 
fol. 138r, brief mention of the donor Vegen and 
of the copyist, Kirakos, which mention is re¬ 
peated at the end of the Gospel according to 
Matthew (fol. 91v). The painter Kirakos of 
Tabriz placed his «signature» at the feet of the 
Virgin of the Annunciation (fol. lv), below the 
scene of the Pentecost (fol. 12r) and under the 
Canon Table of fol. 21v, where he only wrote 
T’avrizetsi (= from Tabriz) so that he would 
not be confused with the copyist. 

Later memorials (on paper): fols. 283r, 
284r, 285r, 286r and 287r, purchase and 
restoration of the manuscript in 1606 by the 
Prince Melik Shahnazar, Lord of Armenia 
under Shah Abbas and the catholicosate at 
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Etchmiadzin of Melk’iset’, then a detailed 
account of the Turco-Persian war of 1583 to 
1603, between the troups of Sultan Mourad 
and those of Shah Abbas. Fol. 287v, the last 
owner, Amir bek, in 1627. 

Style of the miniatures: comparable to those 
of Momik, the painter of Gospel n° 6792 in the 
Matenadaran of Erevan copied at Noravank or 
Gladzor in 1302; these two manuscripts were 
inspired by the same model. The range of 
colours is very special: violet, rose, red, blue, 
green, and gold for the halos. The backgrounds 
are a kind of checkerboard, tiles, bricks, or a 
star-studded sky, a fantasy landscape or impo¬ 
sing architecture. The figures have round faces 
with large, slightly almond-shaped eyes; there 
is little variation in the model but they as¬ 
sume various expressions although apparent¬ 
ly stereotyped. The drapery is highly stylized, 
even stiff, but does follow the lines of the body. 
This is an art that makes no pretensions to be 
skilled or academic, but the balanced disposi¬ 
tion of the subjects in their decor gives each 
picture an intensity. 

MS 56 (22): FOUR GOSPELS 

Mashkevor, 1187. 

Yellow paper, 312 leaves, 25 x 17 cm. 

Excellent condition, bound in leather with a 
cross engraved on the front cover and various 
elements engraved on the back cover. 

Copyist: the religious Vardan. 

Black ink, reference letter of fol. 7r in red, 
blue, black, or green. 

Script: penchant uncial (medium erkat'a- 
gir). 

Canon Tables monochrome in red: fol. 3r 
and v (19 x 11,5 cm), fol. 4r (19 x 12,5 cm), 
fol. 4v (20 x 11,5 cm), fol. 5r (18 x 12 cm), 
fol. 5v (18,5 x 12 cm). 

Decorative cross in blue, white, red and 
green in fol. 6v (19 x 14,5 cm). 

The beginning of the Gospel according to 


Matthew is decorated from the top of the page 
with a long initial letter G in red, blue, green 
and black, in fol. 7r (25 x 16 cm full page). 

Memorials: fols. 307v-308r, the copyist 
Vardan from the convent of Mashkevor near 
Sis, under the episcopate of Grigor, the so- 
called Infant, and the principality of Leon in 
1187; fols. 309r-310r (in bolorgir on white 
paper), the new owner, Teroun of Julfa, at 
Constantinople, having restored the manu¬ 
script at Aleppo in 1643; fol. 310v, the last 
owner, Khoja Petros, son of Velidjan, no date. 

N.B. - The Gospel according to John stops 
at chapter 8 (the adulterous woman). 

MS 57 (161): FOUR GOSPELS 

[Cilicia, 3rd or 4th quarter of the 13th cen¬ 
tury]. 

Thick but supple paper except, in parch¬ 
ment, the fols. 97, 98, 151, 152, 238 and 239r, 
the evangelists Mark, Luke, John having been 
substituted for the originals (see remarks be¬ 
low), 301 leaves, 30,4 x 21,3 cm. 

The condition of this manuscript leaves so¬ 
mething to be desired; having suffered from 
humid conditions, certain leaves have been 
restored both at the top and at the bottom with 
white paper; it is bound in leather. 

Copyist: Ruben, after fol. 172r. 

Painters: there were several but they all 
remain anonymous, the memorials having 
been lost (see remarks below). 

Donors : Kostandin (fol. 172r) or Kostendin 
(fol. 3v), Lord of Kopitar, and his four sons, 
Het’oum, Levon, Halkam and Grigor (fol. 13r). 

Black ink, capitals and first lines of para¬ 
graphs in gold. 

Text averages 21 lines (24 x 15 cm), which 
includes the small and medium-sized minia¬ 
tures. 

Script: bolorgir , initial letters and margin 
decorations (stylized floral elements) in gold, 
red and blue, as well as certain decorative 
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bands as chapter headings or paragraphs at the 
top or middle of the page. 

Illustrations : numerous, around a hundred, 
but incomplete. The copyist left spaces of ± 

4.5 cm in the text - exceptionally half a page - 
destined for painting. Matthew was illustrated 
by several artists, Mark and Luke remained 
unillustrated, John is partially decorated at a 
later period (see remarks below). 

Main subjects in full page (± 25 x 19 or 
20 cm): fols. 2v and 12r, Letter of Eusebius; 
fols. 3v and 13r, Dedication; fols. 4v to llr, 
Canon Tables; fol. 15r, beginning of Matthew; 
fols. 15v to 17r (± 26 x 15 cm), genealogy of 
Jesus in 44 medallions that surpass in height 
the justification of the page of text (24 x 
15 cm); fol. 98r, beginning of Mark; fol. 152r, 
beginning of Luke; fol. 239r, beginning of 
John. 

Evangelists : fol. 14v, Matthew (22,5 x 14 cm 
in the framework); fol. 97v, Mark (22 x 14 cm 
without flourishes); fol. 151v, Luke (21,5 x 

13.5 cm in the framework); fol. 238v, John 
(22,5 x 14 cm in the framework). 

Choice of miniatures in the text (± 15 x 
4,5cm with exceptions): fol. 17v, the Dream 
of Joseph; fol. 18v, Nativity; fol. 20v, Baptism; 
fol. 22v, Jesus in Galilea; fols. 23v and 24v, 
Sermon on the Mount; fols. 29v and 33r, Mira¬ 
cles; fol. 34v, Jesus and Matthew; fol. 35v, 
Healing of the daughter of Jairus; fol. 35v, 
Healing of two blind men and a dumb man; 
fol. 36v, Jesus preaching and healing; fol. 38r, 
Sermon to the Disciples; fol. 40r, John the 
Baptist in prison; fol. 42r, Jesus praying; 
fol. 42v, In the fields with the man with the 
withered hand; fol. 43v, the Possessed, blind 
and dumb; fol. 46r, Jesus on the seashore; 
fol. 50v, the Dance of Salome and the Behead¬ 
ing of John the Baptist; fol. 51r, Multiplication 
of the loaves; fol. 52r, Jesus walking on the 
water; fol. 54r, the Canaanite; fol. 54v, Heal¬ 
ings and the second Multiplication of the loa¬ 
ves; fol. 56r, Confession of Peter; fol. 57v, 


Transfiguration (± 15 x 15 cm); fol. 58v, the 
Epileptic; fol. 62v, Jesus leaving Galilea; 
fol. 64r, the Wealthy young man; fol. 66r, 
Jesus goes to Jerusalem; fol. 67v, Entry into 
Jerusalem (± 15 x 15 cm); fol. 69r, the Barren 
fig tree; fol. 84v, Last Supper; fol. 85v, Mount 
of Olives; fol. 87v, Jesus with Caiphas; 
fol. 89r, Jesus is brought before Pilate; fol. 93r, 
Joseph of Arimathea and Pilate; fol. 93v, En¬ 
tombment (full page: + 25 x 15,5cm); 
fol. 94v, Holy Women at the Sepulchre (± 

15.5 x 12,5 cm); fol. 241r upper, John the 
Baptist sees Jesus (± 11 x 4 cm); fol. 241r 
lower, Baptism of Christ (± 14 x 8,5 cm); 
fol. 241 v, John the Baptist and two of his disci¬ 
ples before Jesus (±13 x 4 cm); fol. 242r, 
Jesus, Philip and Nathaniel (± 12 x 4 cm); 
fol. 243r, Wedding at Cana (± 12 x 4,5 cm); 
fol. 243v, Merchants at the Temple (± 14 x 
5 cm); fol. 245 or 246r, Jesus and John the 
Baptist baptizing in Judea (± 13 x 5,5 cm); 
fol. 247r, the Samaritan Woman (± 13,5 x 

4.5 cm); fol. 250r, Return of Jesus to Galilea 

(± 13 x 6 cm); fol. 251r, the Paralytic (± 12,5 
x 5 cm); fol. 254v, Multiplication of the loaves 
(± 15 x 6 cm); fol. 255v, Jesus Walking on the 
Water; fol. 256r, Jesus at Caphamaum; 
fol. 260r, Jesus teaching at the Temple; 
fol. 265v, Healing of the blind (± 11x5 cm); 
fol. 269r, the Good Pastor (± 12 cm); 

fol. 269v, Jesus at the Feast of the Dedication 
(± 22 cm); fol. 271r, Raising of Lazarus (± 15 
x 10 cm); fol. 274r, the Sanhedrin (± 12 cm); 
fol. 274v, Mary Magdalene washes the feet of 
Jesus (± 12 cm); fol. 275v, Entry into Jerusa¬ 
lem; fol. 278v, Washing of the Feet (± 

13.5 cm); fol. 279v, Last Supper (± 10 cm); 
fol. 28Ir, Jesus foretells Peter’s betrayal (± 

12.5 cm); fol. 282r, Pentecost (± 15 x 13 cm); 
fol. 289r, Jesus is arrested; fol. 291r, Peter be¬ 
trays Jesus in front of Caiphas; fol. 295v, De¬ 
position (± 12 cm); fol. 297r, Jesus appears to 
His Disciples (± 10 cm); fol. 298r, Thomas 
doubts (± 10 cm); fol. 298v, Jesus appears on 
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the Lake of Tiberias (± 10 cm). 

Colophon : lost. In fol. 172r, mention of the 
donor Kostandin, Lord of Kopitar and of the 
copyist Ruben (memorial omitted in the cata¬ 
logue). In fols. 3v and 13r (Dedication), men¬ 
tion of the donor Kostendin, Lord of the Castle 
of Kopitar and of his four sons, Het’oum, 
Levon, Halkam and Grigor. In fol. 96r, men¬ 
tion, dated 1471, of a new donor, Smpat (sic). 
In fol. 236r, mention dated Monday, February 
10, 1707, of Ter Hakob. 

Remarks concerning the manuscript: 1. Of 
the four Evangelists, only Matthew (fols. 14v- 
15r) is painted on the same paper as the rest of 
the volume and is, thus, part of the original 
manuscript; this double leaf is sewn, normally, 
in the same book as the first pages of the 
gospel. - 2. The three other Evangelists, pain¬ 
ted on parchment, were visibly substituted for 
the originals, which were either purposely des¬ 
troyed or else, damaged. The process consists 
of delicately detaching the rather thick paper 
from the layer of paint; these new leaves (fols. 
97v-98r for Mark, 151v-152r for Luke and 
238v-239r for John), probably lifted from an¬ 
other manuscript, were sewn directly to the 
binding. - 3. Fols. 98 in parchment and 99 in 
paper (Gospel according to Mark), were glued 
back to back, then they became unglued; 
fols. 152r in parchment and 152v in paper 
(Gospel according to Luke), as well as 
fols. 239r in parchment and 239v in paper 
(Gospel according to John) remained glued 
back to back. - 4. The process of «ungluing» 
noted in 2 is only valid for the first page of 
these three gospels; thus, between the first 
page, in decorative letters, of Mark, Luke and 
John and the second page in bolorgir , there is a 
gap. - 5. Such a gap does not exist for 
Matthew, whose first page is written in 
t'rlchnagir rather than in decorative letters as 
is the case for the first pages of Mark, Luke and 
John. 

Remarks concerning the style: this manu¬ 


script belongs to Cilician art of the second half 
of the 13th century, the quality is equal if not 
superior to the production of T’oros Roslin 
(1256-1268), comparable, but more refined, to 
the Gospel n" 122 of Top Kapi copied at Skev- 
ra in 1273. In the miniatures, - only the Gos¬ 
pels of Matthew and John are illustrated, - 
one easily recognizes several artists: a) until 
fol. 20 at least, a balanced composition, supple 
drapery, a background of gold, of the same 
style as the evangelist Matthew in fol. 14v; b) 
at about fol. 40 and beyond, juxtaposition of 
confused subjects, more architectural ele¬ 
ments, the drapery is more stylized, less mo¬ 
delling, gold background; c) after fol. 60, fi¬ 
gures with sketchy and incomplete heads, gold 
background; d) from. fol. 84 on, blue back¬ 
grounds, more modelling of the faces, torment¬ 
ed expressions, stiffer drapery, figures with 
«horse-like» necks characteristic of the last 
quarter of the 13th century in Cilicia substitut¬ 
ed for the original pages and similar to the 
three Evangelists (see above); e) in the Gospel 
of John, an art rougher and later (16th century) 
on a light blue background. 

MS 163 (211): LECTIONARY 

Ourds, 1457. 

Paper, 558 leaves, 31,8 x 21 cm (several da¬ 
maged). 

Condition: leaves much to be desired, 
bound in leather. 

Copyist: Khatchatur. 

Illuminator: Grigor. 

Donors: Shekh and his wife, Shak’ar. 

Black ink; titles, beginnings of paragraphs 
and capitals in red. 

Text in two columns of 35 liness (25 x 7 cm). 

Script: bolorgir , zoomorphic and floral ini¬ 
tial letters. 

Margin decorations: on almost every page, 
various floral elements and stylized animals, 
numerous margin figures. 
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Beginnings of chapters: with kisakhoran, 
fols. 4r, 183r, 356r; with decorative band, 
fols. 58r, 120r, 168r, 347r, 440r, 465v. 

Illustrations : fol. 3v, Nativity (27 x 15 cm); 
fol. 182v, Holy Women at the Sepulchre (25 x 
15 cm); fol. 312r, Ascension, over a little more 
than a half column (± 18 x 7 cm); fol. 355v, 
Pentecost with the donors (27 x 15 cm). 

Memorials: in fols. 553v-554v mention of 
the donors, Shekh and his wife, Shak’ar; the 
copyist Khatchatur; the place, the village cal¬ 
led Ourds in the province of Ararat; the year 
1457, under the pontificate of Grigor, the arch¬ 
bishopric of Rstakes and the rule of Djina- 
sha[h]; the illuminator Grigor from the con¬ 
vent of Malzker. Shekh and Shak’ar are por¬ 
trayed below the scene of the Pentecost, 
fol. 355v, and also mentioned in fols. 31v, 57v, 
and 116v. Khatchatur is also mentioned in 
fols. 243r, 301r, 432r, 443v, 522v and 528[r], 
In fol. 182r, the bishop Arak’el states that he 
has had the volume bound in 1563. 

Style of the miniatures : recall those of MS 
26 (36) described above. Figures and drapery 
highly stylized, but the palette of colours is 
very rich: red, yellow, pink, pale blue, dark 
blue, pearl grey, green and brown. 

MS 396 (105): FOUR GOSPELS 

Isfahan, 1607. 

More or less well preserved paper, 253 lea¬ 
ves, 26 x 18 cm. 

Good condition, luxurious binding in leather 
covered with red velvet on which a cross and 
four corners in gilded silver surrounded by 27 
precious stones have been applied. The clasps 
are in silver. 

Copyist and Painter : Hakob of Julfa. 

Donors : Astouadsapov and his brother La¬ 
zarus. 

Black ink. 

Text in two columns of 23 lines (17,2 x 
5,2 cm). 


Script; bolorgir, polychrome initial letters in 
Trtchnagir that occasionally become a part of 
the margin decoration. In the margins, stylized 
decorative elements and some figures. Capitals 
in gold. 

Illustrations : Life of Jesus ; fol. lv, Annun¬ 
ciation (17,3 x 12,3 cm); fol. 2r, Nativity (17,3 
x 12,3 cm); fol. 3v, Presentation at the Temple 
(19 x 14 cm); fol. 4r, Baptism (20 x 17 cm); 
fol. 5v, Transfiguration (20 x 12,3 cm); fol. 6r, 
Raising of Lazarus (20 x 12,3 cm); fol. 7v, 
Entry into Jerusalem (17,7 x 12,3 cm); fol. 8r, 
Washing of the Feet (19,5 x 14 cm); fol. 9v, 
the Kiss of Judas and the Betrayal of Peter 
(20 x 12,3 cm plus the rooster in the margin); 
fol. lOr, Crucifixion (20,6 x 12,3 cm); fol. 11 v. 
Harrowing of Hell (20,3 x 12,3 cm); fol. 12r, 
Holy Women at the Sepulchre (22,2 x 

12.3 cm); fol. 13v, Ascension (20 x 14 cm); 
fol. 14r, Pentecost (19 x 14 cm); fol. 15v, Christ 
enthroned with the two donors (24 x 15,5 cm); 
fol. 16r, the Last Judgement (26 x 17,5 cm). - 
Evangelists', fol. 27v, Matthew (21 x 15 cm); 
fol. 90v, Mark (21 x 15 cm); fol. 130v, Luke (21 
x 15 cm); fol. 197v, John (21 x 16 cm). - Letter 
of Eusebius: fols. 17v and 18r (h. 22,5 cm). - 
Canon Tables : fols. 19v to 26r (h. 21,5 cm, w. 
± 15 cm). - Beginnings of the gospels : 
fol. 28r, Matthew (26 x 18 cm the whole page); 
fol. 91r, Mark (20,5 x 18 cm); fol. 131r, Luke 
(25,5 x 18 cm); fol. 198r, John (25 x 18 cm). - 
Sample of a margin figure : fol. 132v, the Arch¬ 
angel Gabriel appears to Zacharias (h. ± 

10.4 cm). 

Memorials : fols. 247r-251v, mention of the 
year 1607 for the completion of the manu¬ 
script. Mention of the forced exile by Shah 
Abbas of the Armenians of Julfa to Shosh, cal¬ 
led Aspahan (= Isfahan), and of their establish¬ 
ment in the new city called New-Julfa, where 
the gospel was completed by the priest Hakob 
of Julfa. The donors are quoted, Astouadsapov 
and his brother (with mention of their family 
members), whose names also appear next to 
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their portraits, kneeling at the feet of Christ en¬ 
throned in fol 15v. In fol. 25 Iv, restoration of 
the volume in 1681 by Grigor. In the margin of 
fol. 250r, in cursive script (notrgir), Ter Phili- 
pos added his name in 1685. 

Style of the miniatures: very personal, com¬ 
parable to MS 7639 of the Matenadaran in 
Erevan from the same Hakob of Julfa, dated 
1610 and imitated in the same year 1607 by the 
monk Sargis in the Gospel n°412 (106) of 
New-Julfa. Free compositions which overrun 
the borders, varied settings; non-conformist, 
rich bright colours, with subtle nuances mark¬ 
ing the volumes; dominant tones: red, yellow, 
blue, green, gold, brown, purple, dark tints for 
the complexions; while stylized, the drapery is 
rich, imaginary architecture; the features of the 
figures are hard and severe in their attempt to 
be expressive, generally the poses are static 
except in fol. 12r, the Holy Women at the 
Sepulchre. 

MS 398 (116): FOUR GOSPELS 

Isfahan, 1634. 

Paper, 274 leaves, 24,5 x 17,8 cm. 

Good condition, bound in leather. The top 
cover has silver embossed comers decorated 
with cherubs and, in the centre, a large cross 
with the Virgin and Child in relief; the clasps 
are in silver. 

Copyist: the monk Gaspar. 

Painter and binder: Ter Step'anos of Julfa, 
son of Mourat. 

Donor: Khoja Grigor. 

Black ink, capitals and first lines in red or 
gold. 

Text in two columns of 23 lines (14,7 x 
4,5 cm) with gold and polychrome frame. 

Script: bolorgir, polychrome initial letters 
outlined in gold as are the numerous margin 
decorations. 

Illustrations : Life of Jesus (± 16 x 11 cm): 
fol. Ur, Presentation at the Temple; fol. 12v, 
Baptism; fol. 13r, Transfiguration; fol. 14v, 


Raising of Lazarus; fol. 15v, Washing of the 
Feet; fol. 16v, Harrowing of Hell; fol. 17r. Re¬ 
surrection of Christ; fol. 18v, Ascension; 
fol. 19r, Pentecost. - Evangelists (± 17 x 
11,5 cm): fol. 32v Matthew; fol. 97v, Mark; 
fol. 145v, Luke; fol. 215v, John. - Letter of 
Eusebius: fols. 26v-27r. - Canon Tables: 
fols. 20v to 25r, 28v-29r. - Beginnings of the 
Gospels : fol. 33r, 98r, 146r, 216r. - Genealogy 
of Jesus : in 40 medallions (8 per page) on gold 
background in fols. 33v-35v and Joseph in a 
larger medallion on a gold background in the 
margin of fol. 36r. 

Memorials: fol. 263v, mention of the place 
called T’orskan on the edge of Namghala at 
Isfahan; of the copyist Gaspar; of the date 1634 
under the reign of Shah Safou, the pontificate 
in Etchmiadzin of Philippos and the episco¬ 
pate of Khatchatur; of the donor Khoja Grigor 
and his wife, Khat’oun; of the illuminator and 
binder Ter Step’anos of Julfa, son of Mourat. 
Other mentions : fol. 28v, beneath the Canon 
Table, the donor Khoja Grigor; fol. 29r, 
beneath the Canon Table, the illuminator 
Step’annos; fol. 263r, the copyist Gaspar; 
fol. 265v, Khoja Grigor; fol. 266r, Gaspar with 
a memorial dated April 3, 1843. Blank pages: 
fols. 266v-274v. 

Style: European, awkward, strange palette 
of colours and composition. 

MS 404 (172): FOUR GOSPELS 

Place and date non mentioned. 

Restored and illustrated at Berkri in 1362 
(see below). 

Paper, 257 leaves, 30,8 x 23,9 cm. 

Good condition, some missing leaves were 
added by the illustrator of 1362, leather bind¬ 
ing with engraved cross and decoration; on the 
clasps: Avetis. 

Copyist: the priest Hovanes or Hovannes. 

Painter in 1362 : Hovanes. 

Donors in 1362: the priest Sargis and the 
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monk Sargis. 

Black ink, capitals in red. 

Text in two columns of 21 lines (24,2 x 
6,8 cm). 

Script of the copyist: bolorgir, rather awk¬ 
ward. 

Script of the illuminator: bolorgir, more 
refined (notably on the first pages of the gos¬ 
pels). 

Numerous margin decorations, probably 
from 1362. 

Canon Tables: apparently done by the co¬ 
pyist after the writing and the simplicity of the 
settings, fols. 8r-llv (25 x 18 cm). 

Illustrations of 1362 : Life of Jesus: fol. lv, 
Nativity (± 30 x 22 cm); fol. 2r, Presentation 
at the Temple (± 27,5 x 20 cm); fol. 2v, 
Baptism (± 26 x 18 cm); fol. 3r, Transfigura¬ 
tion (± 27 x 20 cm); fol. 3v, Wedding at Cana 
and Peter in the Water (26,5 x 21 cm); fol. 4r, 
the Arrest of Jesus on two registers (total 28 x 
20 cm, upper register 20 x 15 cm); fol. 4v, Cru¬ 
cifixion and Harrowing of Hell (± 29 x 
20 cm); fol.5r, Resurrection (± 26 x 20 cm); 
fol. 5v, Ascension (+ 27 x 20 cm); fol. 6r, 
Pentecost (± 26,5 x 20 cm); fol. 6v, Christ 
enthroned and donors (27,5 x 20 cm, lower 
register 20 x 10 cm); fol. 7r, the Paralytic and 
Raising of Lazarus (two registers 20 x 13,5 cm 
each); fol. 7v, Entry into Jerusalem (20 x 
14 cm) and Washing of the Feet (20 x 13 cm). - 
Evangelists : fol. 13v, Matthew (± 22 x 17 cm); 
fol. 85v, Mark (± 22 x 17 cm); fol. 137v, Luke 
(± 22 x 17 cm); fol. 203v, John (± 26 x 
17 cm). - Beginnings of the gospels (the page 
± 30 x 23 cm): fols. 14r, 86r, 138r, 204r. - 
Margin figures : fols. 30v and 98v, anthropo- 
cephalic animal on a floral background 
(approximately half the height of the column 
of text); fol. 139v, the Angel appearing to 
Zacharias (10 cm); fol. 234v, Entry into Jerusa¬ 
lem (15 cm). 

Memorials; 1. Although the writing is 
smaller than the text, this was probably done 


by the copyist: fols. 84r, 137r, and 202r, men¬ 
tion of the copyist Hovanes or Hovannes (in 
fol. 137r). - 2. Done by the painter or restorer 
of 1362, a style of writing finer than the manu¬ 
script, that we find on the first pages of the 
gospels and the inscriptions for the minia¬ 
tures : fol. 2r, above the Presentation at the 
Temple, mention of the painter Hovanes and 
the monk Sargis who commanded the illustra¬ 
tion of the manuscript; fol. 6v, under the 
Christ enthroned, portraits of the monk Sargis, 
the priest Sargis and his three sons, one of 
whom was named Simon; fol. 85r, mention of 
the monk Sargis, sacristan of Our Lady of 
Berkri, having commanded the restoration and 
illustration of the manuscript; fol. 85v, men¬ 
tion of the painter Hovanes and the donor, the 
priest Sargis who had the manuscript restored; 
fol. 135v, the donor Sargis, the priest; 
fol. 202v, restoration by the binder Andreas in 
1362 for the count of the priest Sargis; 
fol. 256v, mention of the donors, the priest 
Sargis and the monk Sargis, sacristan of Our 
Lady of Berkri, and of the painter Hovanes. - 
3. In fol. 203 r, mention of the last donor, 
Markos, without a date. 

Style: naive without background or land¬ 
scapes, characteristic of the region of Van in 
the 14th century, to be compared to MS 481 
(44) of 1330 and MS 689 (II, 150) described 
below. Dominant colours: red, blue, green, 
yellow, purple-brown. Drapery in volutes with 
no attempt at volume. 

MS 412 (106): FOUR GOSPELS 

Isfahan, 1607. 

Paper, 352 leaves, 27,5 x 21 cm. 

Wood binding covered in leather, with two 
guard leaves in parchment taken from an old 
manuscript; clasps conserved. 

Copyist: the monk Sargis. 

Donor: the priest Step’annos. 

Black ink, capitals and beginnings of para- 
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graphs in red. 

Text in two columns of 23 lines (19,6 x 
6,7 cm). 

Script: bolorgir, uncial initial letters (red 
and green). 

Numerous margin decorations; 31 blank 
pages. 

Illustrations: Life of Jesus : fol. 3v, Annun¬ 
ciation; fol. 4r, Nativity; fol. 5v, Presentation 
at the Temple; fol. 6r, Baptism; fol. 7v, Trans¬ 
figuration; fol. 8r, Raising of Lazarus; 
fol. 9v, Entry into Jerusalem; fol. lOr, Washing 
of the Feet (18 x 12,5 cm); fol. llv, the Kiss of 
Judas; fol. 12r, Crucifixion; fol. 13v, Harrow¬ 
ing of Hell (20 x 12,5 cm); fol. 14r, Holy Wo¬ 
men at the Sepulchre (22 x 15 cm); fol. 15v, 
Ascension; fol. 16r, Pentecost (17 x 12,5 cm); 
fol. 17v, Christ enthroned; fol. 18r, Last Judge¬ 
ment. - Evangelists : fol. 29v, Matthew; 
fol. 117v, Mark; fol. 175v, Luke (16,5 x 12 cm); 
fol. 271v, John and Prochoros. - Letter of 
Eusebius : fols. 19v-20r. - Canon Tables (± 20 
x 15,5 cm): fols. 21v to 28r. -Beginnings of the 
gospels: fol. 30r, Matthew; fol. 118r, Mark; 
fol. 176r, Luke; fol. 272r, John. 

Memorials: fol. 346r, mention of the donor 
Ter Step’annos, son of Oskan and Khondi, 
husband of Muratsult’an and brother of the 
late Step’annos; fol. 347r, mention of the do¬ 
nor and members of his family; fol. 348r, ac¬ 
count of the wars of Shah Abbas in 1605, his 
invasion of Tabriz, of Nakhitchevan, of Ere¬ 
van, then his transfer of 300.000 Armenian 
prisoners from Erevan to Tabriz, then to Isfa¬ 
han (in the text: the city of Aspahan called 
Shaush), where this gospel was copied by the 
monk Sargis under the reign of Shah Abbas 
and the pontificate, at Etchmiadzin, of Melk’e- 
set’ and David. 

Style of the miniatures : apparently an awk¬ 
ward copy of Hakob of Julfa (see MS 396 (105) 
also dated 1607 and whose colophon mentions 
the same transfer of the population). 


MS 466 (241): MENOLOGION 

Isfahan, 1630. 

Paper, 651 leaves, 39,5 x 25,4 cm. 

Fair condition, bound in leather. 

Copyists: the priest Barsegh (= Basil) and 
the dpir Mesrop. 

Painter: Mesrop of Khizan. 

Donor: Khoja Eghnazar. 

Black ink, titles in red. 

Text in two columns of 38 lines (31 x 8 cm). 

Script: bolorgir , red uncial initial letters. 

Numerous margin decorations, with, occa¬ 
sionally, human figures. 

Content: double calendar (Armenian and 
Roman). 

Illustrations : chapter headings on gold back¬ 
ground (fols. 5r, 271r and 406r); miniatures: 
Christ enthroned with donors and, below, an 
ordination scene, fol. 4v (29 x 18,5 cm), Adora¬ 
tion af the Magi, fol. 270v (30 x 22 cm). 

Colophon: fol. 650r, mention of the co¬ 
pyists, the painter, the donor and members of 
his family, the date 1630 under the reign of 
Shah Sefo and the pontificate of Movses. 

Style: fol. 4v and margin figures are the 
work of Mesrop of Khizan, a rigid style; 
fol. 270v imitates western art, done by another 
artist who is not mentioned. 


MS 471 (96) : FOUR GOSPELS 

Bitlis, the Gomats monastery (Baghesh), 
1587. 

Paper, 322 leaves (18,8 x 14 cm) 

Good condition, bound in wood covered 
with leather. 

Copyist: the bishop Hovsep’. 

Donor : the pries! David. 

Black ink, red capitals. 

Text in two columns of 21 lines (12,5 x 
3,9 cm). 

Script: bolorgir. 

Margin figures in red, yellow and blue. 
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Numerous blank pages. 

Illustrations : Life of Jesus : fol. 6r, Nativity 
(13 x 9,5 cm); fol. 7v, Presentation at the Tem¬ 
ple (14,5 x 9,5 cm); fol. 8r, Raising of Lazarus 
(13 x 9,5 cm); fol. 9v, Entry into Jerusalem (13 
x 9,5 cm); fol. lOr, Washing of the Feet (13,5 x 

9,5 cm); fol. 11 v. Crucifixion (13,5 x 9,5 cm); 
fol. 12r, Entombment (13,5 x 9,5 cm); fol. 13v, 
Harrowing of Hell (15 x 9,5 cm); fol. 14r, 
Resurrection (13,5 x 9,5 cm); fol. 15v, Ascen¬ 
sion (13,5 x 9,5 cm); fol. 16r, Pentecost (13,5 x 

9,5 cm); fol. 17v, Christ enthroned, in a large 
cross, with the donor and the copyist (13,3 x 

9,5 cm); fol. 18r, the Last Judgement (15 x 
13 cm). - Evangelists : fol. 30v, Matthew (14 x 
11 cm); fol. 107v, Mark (12,5 x 9 cm); fol. 161v, 
Luke (12,5 x 9 cm); fol. 248v, John (12 x 9 cm). 
- Letter of Eusebius : fols. 19v-20r. - Canon 
Tables : fols. 21v to 28r. - Beginnings of the 
gospels: fol. 31 r, Matthew; fol. 108r, Mark; 
fol. 162r, Luke; fol. 249r, John. 

Memorials : fol. 17v, at the foot of the cross, 
portraits of the donor David and of the copyist 
Hovsep’; fols. 103v, 158v, 244v and 311r, men¬ 
tion of the copyist Hovsep’; fol. 312v, mention 
of the donor, the priest David and members of 
his family; fol. 313v, mention of the priest 
David, the donor, and members of his family, 
as well as the copyist, the bishop Hovsep’, the 
date 1587, the Gomats monastery at Baghesh, 
the pontificate of Arak’el, under the domina¬ 
tion of Sharafkhan at war with the Shah for 
eleven years to the detriment of the Armenian 
nation; fol. 320v, mention of Khoja Safar and 
his wife, Khanzat, in 1645 (probably the new 
donors). 

Style : characteristic of the Khizan school. 

MS 476 (62): FOUR GOSPELS 

Monastery of Ktouts (N.-E. of the Lake of 
Van), 1472. 

Paper, 379 leaves, 17,6 x 13 cm. 

Fairly good condition, traces of humidity 


and worn corners, wooden binding covered 
with leather, guard leaves in parchment. 

Copyist: Hovannes. 

Painter: Karapet. 

Donor: the monk Karapet Khazarbek. 

Black ink, red uncials for the first letter of 
each passage. 

Text in two columns of 19 lines (11,8 x 
3,7 cm). 

Script: bolorgir, yellow and blue t 'rlchnagir 
initial letters. 

Numerous floral margin decorations. 

Illustrations : Life of Jesus (± 15 x 10 cm): 
fol. 3v, Annunciation; fol. 4r, Adoration of the 
Magi; fol. 4v, Presentation at the Temple; 
fol. 5r, Baptism; fol. 5v, Transfiguration; 
fol. 6r, Raising of Lazarus; fol. 6v, Entry into 
Jerusalem; fol. 7r, Washing of the Feet; fol. 7v, 
Arrest of Jesus; fol. 8r, Crucifixion; fol. 8v, 
Entombment; fol. 9r, Harrowing of Hell; 
fol. 9v, Resurrection; fol. lOr, Ascension; 
fol. Hr, Pentecost; fol. llv, the Last Judgement; 
fol. 12r, Christ enthroned. - Evangelists: 
fol. 19v, Matthew; fol. 118v, Mark; fol. 185v, 
Luke; fol. 293v, John. - Letter of Eusebius : 
fols. 13v-14r. - Canon Tables : fols. 15r to 18r. - 
Beginnings of the gospels: fol. 20r, Matthew; 
fol. 119r, Mark; fol. 186r, Luke; fol. 294r, John. 
- Numerous margin figures. 

Memorials: fol. 373r, mention of the monk 
Karapet; fol. 373v, the same under the name of 
Khazarbek and the members of his family, the 
date 1472 mentioned by the copyist Hovannes; 
fol. 376v, ditto; fol. 379r, mention of the new 
donor Ohanes, no date. Signature of the pain¬ 
ter Karapet at the bottom of fol. 12r, Christ 
enthroned, and fol. 19v, Evangelist Matthew. 

Style: unequal, very awkward. 

MS 477 (35): FOUR GOSPELS 

Place not mentioned (in Siunik’), 1300. 

Fine parchment, 318 leaves, 25,8 x 18,8 cm. 

Excellent condition, wooden binding cover- 
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ed with embossed leather, with a cross and 
decorative elements. 

Copyist and donor: the bishop of Siunik’, 
Iovane Orbel(ian). 

Black ink, gold capitals, numerous poly¬ 
chrome margin decorations. 

Text in two columns of 19 lines (17 x 
14,8 cm). 

Script: bolorgir. 

Illustrations: Evangelists : lost. - Letter of 
Eusebius : fols. 3v-4r. - Canon Tables (20,5 x 
16,5 cm): fols. 5v-12r. - Beginnings of the gos¬ 
pels: fol. 16r, Matthew (23 x 17 cm); fol. lOOr, 
Mark (21 x 16,5 cm); fol. 158r, Luke (22 x 
17 cm); fol. 249r, John (22 x 15 cm). 

Memorials: fol. 315v, mention of the copyist 
and donor, as well as the date; fol. 99r, men¬ 
tion of the same bishop under the name of 
Hovanes; fol. 158r, ditto under the name of 
Iovane Orbel; fol. 317v, name of the binder 
Hakovb Paulos of Julfa; fol. 318v, the last do¬ 
nor Melik Erashon and his family, in 1588; 
fol. 13r, another donor, Khoja Djalalbek, no 
date. 

Style: Cilician, to be compared to that of 
T’oros of Taron. 

MS 481 (44): FOUR GOSPELS 

Lankshen, 1330. 

Ordinary paper, 288 leaves, 30,2 x 22,4 cm. 

Good condition, wooden binding covered 
with leather. 

Copyist: the monk Khatchatur. 

Painter: Kirakos. 

Donor: Kostand. 

Black ink, red and blue initial letters; margin 
decorations. 

Text in two columns of 21 lines (22 x 
6,7 cm). 

Script: bolorgir. 

Illustrations : fol. 8r, Virgin and Child (21,5 
x 15,5 cm); fol. 8v, Baptism (22,5 x 17 cm); 
fol. 9r, the donor Kostandin and his wife 


Avak’tikin (22 x 15,5 cm); fol. 9v, their son, 
Hovanes on horseback (22 x 15,5 cm); fol. lOr, 
the wife and sister of Hovanes, one spinning 
wool, the other holding a child (21,5 x 
15,5 cm). - Evangelists: fol. llv, Matthew 
(22,5 x 16 cm); fol. 89v, Mark (21,5 x 15,5 cm); 
fol. 139v, Luke (21,5 x 15,5 cm); fol. 223v, 
John (22 x 16 cm). - Letter of Eusebius: fols. 
2v-3r. - Canon Tables: fols. 3v-7r (± 22 x 
16 cm). - Beginnings of the gospels: fol. 12r, 
Matthew; fol. 90r, Mark; fol. 140r, Luke; 
fol. 224r, John. 

Memorials: fol. 284r, mentioned the donor 
Kostand and his family, the copyist Khatcha¬ 
tur, the place Lankshen, the date 1330, under 
the pontificate of Zak’aria (of Aght’amar); the 
painter Kirakos has signed beneath the Canon 
Tables in fols. 6v and 7r; the donor Kostand is 
also mentioned in fols. 88v, 139r, 223r. New 
donors: no date, Karapet of Salit’agh (fols. 
287v-288r); in 1442, Petros of Salit’agh 
(fol. Hr). 

Style : characteristic of the «popular» art of 
Vaspurakan represented also by manuscripts 
404 (172) and 689 (II150), but here - an 
original note - the religious scenes are replaced 
by the portraits of the donors with an attempt 
at resemblance. A simplicity similar to Arab 
painting. 

MS 506 (316): MISSAL 

Isfahan, 1687. 

Ordinary paper, 32 leaves, 33 x 22,5 cm. 

Fair condition, bound in leather with Per¬ 
sian motifs. 

Copyist: Hayrapet ? 

Painter: Hayrapet. 

Donor: Martiros vardapet. 

Black ink. 

Text in two columns of 26 lines (20,2 x 
5,6 cm). 

Script: beautifully written bolorgir. 

Illustrations: fol. 2v, Officiating priests (28,5 
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x 15,5 cm); fol. 3r, prefatory page (29 x 
20 cm); small figures throughout the text 
(fols. 5v, 8v, 9r, 9v, lOv, llv, 12r, 13r, 13v, 14r, 
15r, 16r, 18r, 18v, 20v, 23v); floral decorations 
in the margins. 

Memorial: fol. 2v, in the framework around 
the miniature, mention of the almost illegible 
name of the donor, Martiros of Isfahan, the 
name of the painter Hayrapet and the date 
1687. 

Style: western influence, different from the 
other known works of Hayrapet. 

MS 512 (250): MENOLOGION 

New-Julfa, 1661. 

Ordinary paper, 395 leaves, 39 x 24 cm. 

Fairly good condition, bound in embossed 
leather. 

Copyist: the priest Markos. 

Painter: Hayrapet. 

Donor: Eghik. 

Black ink, margin figures and decorations in 
red, blue and yellow. 

Text in two columns of 35 lines (28 x 
7,5 cm). 

Script: fine quality bolorgir , initials in red 
t'rtchnagir. 

Illustrations: fol. 188v, Resurrection (28 x 
17 cm); margin figures : St. Anthony (fol. Hr), 
Jonah in the belly of the whole (fol. 181v); 
chapter headings with kisakhoran (fols. lr and 
189r). 

Memorials: fol. 394v, Markos at the age of 
37; fol. 395v, mention of Julfa-Isfahan, of the 
year 1661 under the pontificate of Hakob, catho- 
licos of Etchmiadzin, and the reign of Shah 
Abbas [II], of the donor Eghik and his family, 
of the painter Hayrapet and of the copyist, the 
priest Markos. These names reappear at sever¬ 
al other places in the book. 

Style : European, which causes one to doubt 
that this is the work of the famous Hayrapet. 


MS 516 (149): FOUR GOSPELS 

New-Julfa, 1696. 

Brilliant paper, 326 leaves, 20,4 x 14,4 cm. 

Good condition, bound in leather. 

Copyists: Amir Sargis and the priest Marti¬ 
ros. 

Donor: Khoja Hakhik. 

Black ink, red capitals. 

Text in two columns of 20 lines (13,5 x 
3,6 cm), but many blank pages. 

Illustrations : Life of Jesus : fols. 3v to 13r; 
fol. 5v, Presentation at the Temple (13,6 x 
9 cm); fol. 9v, Entombment; fol. Hr, Pente¬ 
cost; fol. 12v, a Cross and the donors. - 
Evangelists : fol. 22v, Matthew (15,3 x 9 cm); 
fol. 98v, Mark; fol. 153v, Luke; fol. 252v, 
John. - Beginnings of the gospels: fol. 23r, 
Matthew; fol. 99r, Mark; fol. 154r, Luke; 
fol. 253r, John. - Canon Tables : fols. 14v to 
20r. - Genealogy of Jesus in 19 medallions: 
fols. 23v, 24r and 24v. - Numerous margin 
figures. 

Memorials : fol. 326r, mention of the donor 
Hakhik, of the date 1696 under the reign of 
Shah Sultan Hussein and the pontificate of 
Nahapet, Step’annos being the archbishop of 
Julfa; fol. 96r, mention of the copyist Amir 
Sargis; fol. 225v, the copyist Martiros. 

Style : a little scanty, manifestly done by two 
different people. 

MS 519 (42) : FOUR GOSPELS 

Akner (Cilicia), 1329. 

Good quality parchment, 350 leaves, ± 16,5 
x 12 cm. 

Good condition, bound in leather. 

Copyist: Karapet. 

Black ink. 

Text in two columns of 18 lines (12,7 x 
3,5 cm). 

Script: bolorgir, red titles. 

Illustrations: Letter of Eusebius : fols. 5v-6r. 
- Canon Tables : fols. 6v-10r. - Evangelists 
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(13,5 x ± 10 cm): fol. 15, Matthew; fol. lllv, 
Mark; fol. 171 v, Luke; fol. 272v, John. - Be¬ 
ginnings of the gospels (polychrome and 
gold): fol.'16r, Matthew; fol. 112r, Mark; 
fol. 172r, Luke; fol. 273r, John. - Margin fi¬ 
gures and decorations. 

Memorials : fol. 346, mention of Akner in 
Cilicia, of the copyist Karapet, of the date 1329 
under the pontificate of Hakob and the reign of 
Oshin, son of Leon; fol. 347v and 348v, men¬ 
tion of a donor G(e)org; fol. 349v, another 
donor called Khatchik; fol. 4v, acquisition by 
Oskan in 1640; fol. lv, several donors or 
members of the donor’s family, no date; fols. 
4r and 350r, memorials of Step’annos Philip- 
posian and of Astouadsatur Ginos Arak’elian 
dated 1837 and 1855; fol. 5r, gift of the volume 
to the church of St. Gregory the Illuminator by 
the lady Anakhat’un Hayrapetian in 1872; 
fol. 14r, mention, no date, of Khoja Grigor and 
his family. 

Style: of Sargis Pidsak (a priest Sargis is 
mentioned, at the bottom of fol. 346, as the 
illuminator, but the date is 1591). 

MS 529 (58): FOUR GOSPELS 

Ardske (to the North of Lake Van), 1460. 

Ordinary paper, 318 leaves, 27 x 18 cm. 

Poor condition, damaged illustrations. 

Copyist: the priest Daniel. 

Donor: the priest Sargis. 

Black ink. 

Text in two columns of 21 lines (19,5 x 
5,5 cm). 

Script: bolorgir , titles in red. 

Illustrations: Canon Tables : fols. 7v-llr. - 
Life of Jesus: fols. lv, 2r, 3v, 4v, Harrowing of 
Hell (19 x 11,5 cm); fol. 5r, Washing of the Feet 
(19 x 11,5 cm). - Evangelists (19,5 x 12 cm): 
fol. 13v, Matthew; fol. 109v, Mark; fol. 163v, 
Luke; fol. 238v, John. - Beginnings of the 
gospels: fol. 14r, Matthew; fol. llOr, Mark; 
fol. 164r, Luke; fol. 239r, John. 


Colophon: fol. 313r, mention of the donor 
Sargis, of the city of Ardske, of the copyist 
Daniel, of the date 1460 under the pontificate, 
at Vagharsha(p)at (Etchmiadzin), of Zak’aria 
and the archbishopric of Minas. 

Style: provincial. 

MS 531 (159): FOUR GOSPELS 

Place unknown, end of the 12th century 
(after the paleography). 

Thick yellow paper, 407 leaves, 34 x 
25,5 cm. 

Fair condition, bound in wood covered with 
leather. 

Copyist: the priest Sargis. 

Donors: 1) the priest Khatchik, 2) Khoja 
Amir. 

Black ink, titles in red. 

Text in two columns of 18 lines (24,5 x 
6,4 cm). 

Script: great bolorgir, close to small uncial. 

Illustrations: fol. 103v, Jesus at the end of 
the gospel according to Matthew. - Beginnings 
of the gospels: fol. 3r, Matthew; fol. 104r, 
Mark; fol. 173r, Luke; fol. 212r, John. - Var¬ 
ious polychrome margin decorations. 

Memorials : the original was lost (place and 
date unknown); fol. 3r, at the beginning of the 
gospel according to Matthew, mention of the 
donor Khatchik (also in fols. 404r and 405v); 
fol. 406r, the second donor Khoja Amir. Other 
later memorials dated 1412 (fol. 311 v), 1506 
(fol. 311 v) and 1669 (fol. 406v). 

Style: archaic, reminder of the art of the 
10th-11th centuries. 

MS 546 (25): FOUR GOSPELS 

Skevra and Tarsus, 1215-1216. 

Good quality parchment, 319 leaves, ± 25 x 
19 cm. 

Good condition, bound in wood covered 
with leather. 

Copyists: Grigor of Skevra and Grigor the 
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deacon. 

Donor: the priest Step’anos. 

Brown ink, red titles, gold initial letters. 

Text in two columns of 19 lines (19,4 x 
16 cm). Several blank pages. 

Script: small uncials. Little circles in the 
margins. 

Illustrations: Letter of Eusebius: fols. 3v-4r. 
- Canon Tables : fols. 5v-12r. - Evangelists: 
fol. 13v, Matthew; fol. 97v, Mark; fol. !51v, 
Luke; fol. 241v, John. - Beginnings of the gos¬ 
pels : fol. 14r, Matthew; fol. 98r, Mark; 
fol. 152r, Luke; fol. 242r, John. 

Colophon: fols. 311r-315v, mention of the 
donor, the priest Step’anos, and the history of 
the manuscript begun by the famous copyist 
Grigor of Skevra in 1215, - under the pontifi¬ 
cate of Constantin, son of Hovhannes, and the 
reign of Constantin, son of king Leon, - com¬ 
pleted by the deacon Grigor at Tarsus in 1216. 

Style: Cilician, the Canon Tables probably 
done by Grigor of Skevra, the Evangelists being 
probably the work of the deacon Grigor. 

MS 547 (28): FOUR GOSPELS 

Ark’akaghin, 1220. 

Parchment, 270 leaves, 17,2 x 12,6 cm. 

Good condition, bound in wood covered 
with leather. 

Copyists : the priest Suk’ias and Vardan. 

Donor: the priest Ignatios. 

Brown ink, titles in red. 

Script: bolorgir. 

Text in one colum of 21 lines (12,5 x 8 cm). 

Illustrations: fol. 4v, a Cross (14 x 9,5 cm); 
beginnings of the gospels : fol. 5r, Matthew; 
fol. 200v, John. 

Memorials : fol. 200r, name of the priest Ig¬ 
natios, the donor; fol. 261v, mention of the 
date 1220, of the copyist, the priest Suk’ias, of 
the completion of the manuscript by Vardan at 
the convent of Ark’akaghin, the same year as 
the death of king Leon; at the bottom of the 


page, in cryptographs, the names of Ignatios 
and Vardan. 

Style : reminder of the art of Cilicia in Grea¬ 
ter Armenia. 

MS 559 (54): FOUR GOSPELS 

Mok’s (in the village of Ginekants), 1447. 

Paper, 298 leaves, 26,7 x 18 cm. 

Poor condition, bound in wood covered with 
leather. 

Copyist: the monk Vardan. 

Donor: Sargis the mahtesi (one who has 
made the pilgrimage to Jerusalem). 

Black ink, titles in red. 

Text in one column of 21 lines (19 x 6 cm), 
some blank pages. 

Script: bolorgir, uncial capitals, omitho- 
morphic (t’rtchnagir) initial letters. 

Illustrations: Letter of Eusebius: fols. 11 v- 
12r. - Canon Tables: fols. 12v-16r. - Life of 
Jesus: fol.lv. Presentation at the Temple; 
fol. 2r, Baptism; fol. 3r, Raising of Lazarus; 
fol. 4v, Entry into Jerusalem; fol. 5r, Wash¬ 
ing of the Feet; fol. 6v, Crucifixion; fol. 7r, 
Entombment and Harrowing of Hell (18,5 x 
11,7 cm); fol. 8r, Ascension; fol. 9v, Cross with 
the donor (?) and the copyist (?) kneeling; 
fol. lOr, Last Judgement. - Evangelists: 
fol. 19v, Matthew; fol. 94v, Mark; fol. 148v, 
Luke; fol. 229v, John. - Beginnings of the 
gospels: fol. 20r, Matthew; fol. 95r, Mark; 
fol. 149r, Luke; fol. 230r, John. - Portrait of 
Sargis : fol. 8v (page glued to the manuscript). 
- Margin figures and decorations. 

Memorials : fol. 295r, mention of the donor 
Sargis and his family, of the copyist Vardan, of 
the date 1447 under the pontificate ofZak’aria; 
fol. 297r, another mention of the donor Sargis 
and his family; fol. 8v, beside the portrait of 
the kneeling donor, his name «Sargis Mudgha- 
si». 

Style: slender figures with oval faces and 
almondshaped eyes, vertical groupings, sty- 
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lized drapery in parallel or concentric folds to 
mark volumes, features characteristic of the 
Khizan school of the 15th century. 

MS 561 (158): FOUR GOSPELS 

Place unknown, 12th century. 

Thick paper, 213 leaves, 32,2 x 24 cm. 

Poor condition, bound in wood covered with 
leather. 

Late donor: the priest Sargis. 

Black ink. 

Text in two columns of 24 lines (26 x 8 cm). 

Script: bolorgir, with capitals and initial 
letters. 

Illustrations : Letter of Eusebius (?): fols. lr 
and lv prepared but left blank. - Canon Tables 
(31 x 24 cm): fols. 2r-5v. - Christ (late): fol. 6v 
on glued leaf. - Beginning of the gospel accord¬ 
ing to Matthew: fol. 7r with kisakhoran and 
geometric decoration. - Margin decorations 
and awkward figures. 

Memorials: original lost; fol. 162v, mention 
of the donor of 1478, the priest Sargis; fol. lr, 
memorial, in clumsy writing, of an anonymous 
person who claims to have written this gospel 
to the memory of his parents, Shahashah and 
Mart’; fol. 212v, acquisition of the volume, in 
1491, by Sargis, Bishop of T’at’ev (sic); 
fol. 213r, very faded memorial of 1508 or 1538, 
mention of donors but illegible; fol. 213v, a 
donor, no date, called Margare (= Macarius). 

Style : archaic, recalls the art of the lOth-llth 
centuries. 

MS 670 (104): FOUR GOSPELS 

Mok’s, 1605. 

Paper, 307 leaves, 21,2 x 15,6 cm. 

Good condition, bound in wood covered 
with leather. 

Copyist: the priest Hohanes. 

Painter: the priest Khatchatur. 

Donor: Khoja Aghadjan. 

Black ink. 


Text in two columns of 21 lines (14,3 x 
4,2 cm), 24 blank pages. 

Script: bolorgir, floral or ornithomorphic 
(t’rtchnagir) initial letters. 

Illustrations : Letter of Eusebius: fols. 18v- 
19r. - Canon Tables (± 16 x 13,5 cm): fols. 
19v-23r. - Life of Jesus (13,7 x 9,3 cm): fol. 2v, 
Annunciation; fol. 3r, Adoration of the Shep¬ 
herds; fol. 4v, Circumcision; fol. 5r, Baptism; 
fol. 6v, Transfiguration; fol. 7r, Raising of La¬ 
zarus; fol. 8v, Entry into Jerusalem; fol. 9r, 
Washing of the Feet; fol. lOv, Flagellation; 
fol. Hr, Crucifixion; fol. 12v, Entombment; 
fol. 13r, Harrowing of Hell; fol. 14v, Resurrec¬ 
tion; fol. 15r, Ascension; fol. 16v, Pentecost; 
fol. 17r, Lazarus in the bosom of Abraham and 
Hell. - Evangelists (13,7 x 9,3 cm): fol. 27v, 
Matthew; fol. 108v, Mark; fol. 158v, Luke; 
fol. 240v, John. - Beginnings of the gospels 
(17,5 x 12,5 cm): fol. 28r, Matthew; fol. 109r, 
Mark; fol. 159r, Luke; fol. 241r, John. 

Memorials: fol. 305r, history of the manu¬ 
script copied at Mok’s by the priest Hohanes 
and illuminated at Hizan (sic) by the priest 
Khatchatur, in 1605, under the pontificate, at 
Etchmiadzin, of Grigoris of Urfa and, at Agh- 
t’amar, of Grigoris, the reign of sultan Mahmat 
Khondk’ar and the baronny of Mirhasan; ac¬ 
count of the turco-persian war in the regions of 
Tabriz, Julfa, Nakhidjevan and Erevan, of the 
transfer of Armenian captives to Isfahan and 
the numerous victims; mention of the donor, 
Khoja Aghadjan. In fols. 26r-26v, account, da¬ 
ted 21st September, 1606, of a certain Shagha- 
vat’ who claims to be the spiritual brother of 
Khoja Aghadjan and who has made the pilgri¬ 
mage to Isfahan to the tomb of vardapet Dzag 
with this Gospel; he goes to tell of a vision in 
his dream of Khatchik of Hizan (sic) who 
shined like fire. In fol. 304v, in a clumsy script, 
mention of Grigor, son of David, and his fami¬ 
ly, memorial dated 1675. In fol. 2r, gift made, 
the 1st January, 1902, of this volume to the 
Convent of the Holy Saviour by Arsene G. 
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Step’an. 

Style: inspired by western engravings, an 
imitation contrary to Armenian traditions. 

MS 689 (II150): FOUR GOSPELS 

Monastery of Gamaghiel (Khizan), 1391. 

Thick yellow paper, 300 leaves, 26 x 
17,2 cm. 

Fairly good condition, bound in embossed 
leather on wood. 

Copyist: the monk Nahapet. 

Donor: the priest Astouadsatur. 

Black ink, capitals and beginnings of para¬ 
graphs in red. 

Text in two coulumns of 20 lines. 

Script: bolorgir. 

Illustrations : Letter of Eusebius : fols. 14v- 
15r. - Canon Tables : fols. 15v-19r. - Sacrifice 
of Isaac : fol. 5r. - Life of Jesus : fol. 5v, An¬ 
nunciation; fol. 6r, Nativity; fol. 6v, Presenta¬ 
tion at the Temple; fol. 7r, Baptism; fol. 7v, 
Transfiguration; fol. 8r, Wedding at Cana and 
Peter on the waters; fol. 8v, Distribution of the 
loaves and the Paralytic; fol. 9r, the Possessed 
and Raising of Lazarus; fol. 9v, Entry into 
Jerusalem and Zacchaeus at the feet of Jesus 
and His disciples; fol. lOr, Washing of the Feet 
and Communion of the Apostles; fol. lOv, 
Arrest of Jesus and Betrayal of Peter; fol. Hr, 
Jesus before Pontius Pilate and Judas throwing 
the money; fol. llv, Crucifixion; fol. 12r, En¬ 
tombment and Harrowing of Hell; fol. 12v, 


Resurrection; fol. 13r, Ascension; fol. 13v, 
Jesus enthroned and the donors; fol. 14r, 
Pentecost. - Evangelists: fol. 20v, Matthew; 
fol. 99v, Mark; fol. 149v, Luke; fol. 232v, 
John. - Beginnings of the gospels: fol. 21 r, 
Matthew; fol. lOOr, Mark; fol. 150r, Luke; 
fol. 233r, John. - Decorated margins, occa¬ 
sionally with figures. 

Memorials : fol. 296v, mention of the donor 
Astouadsatur; fol. 297r, mention of the copyist 
Nahapet, of the monastery of Gamaghiel and 
of the date 1391, as well as, once more, of the 
donor, the priest Astouadsatur, and his family. 
Other memorials : fol. 288v, acquisition of the 
manuscript by khoja Grig(o)r in 1619; 
fol. 298r, founding of the village of Mamuk’a 
in 1842, of the church in 1863, the manuscript 
was purchased on December 18, 1872, by Pe¬ 
tros Samuelian, the village and the region of 
Tcharmahal were emptied of their Armenian 
population in 1967 (an event recalled in fols. 
20r and 99r); fols. 4r, 20r, 99r, gift made by the 
church of the Virgin at Mamuk’a - after the 
village was emptied of its Armenian popula¬ 
tion - of this Gospel to the Convent of Holy 
Saviour at New-Julfa, on July 30, 1967; fols. 
294r and 295r, mention, no date, of the «last» 
donor, Gharibdjan; fol. 29 5v, name and seal of 
vardapet Eznik at Mamuk’a confirming the 
possession of the manuscript by the Church, 
on April 22, 1904. 

Style : characteristic of the Khizan school, 
comparable to MS 404 (172), but more awk¬ 
ward. 
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Abas, 195 
Abgar, 184 

Aghadjan (Khoja), 209 
Aghouank’, 109 
Aght'amar, 106, 209 
Akinian, 30 
Akner, 36, 57, 206 
Albertus Magnus, 16 
Aleppo, 160,197 
Amir Bek, 197 
Amir of Capha, 196 
Amir (Khoja), 207 
Amir Sargis, 184,206 
Amsterdam, 15 

Anakhat’oun Hayrapetian (lady), 207 

Andreas, 202 

Ani, 60,195 

Apirat (of Lambron), 30 

Arak’el, 200, 204 

Arak’el of Tabriz, 160 

Arak’elian Ginos, 207 

Arakiel, 133 

Araxes, 13 

Ardske, 109, 207 

Aristotle, 16 

Arjesh, 109 

Ark’akaghin, 28, 208 

Arsene G. St’epan, 209 

Ashjian, Mesrob, 7 

Aspahan, 200 

Astouadsapov, 200 

Astouadsatur, 210 

Astouadsatur (Ter), 194 

Avag, 172 

Avak’tikin (lady), 93, 205 
Avants, 136 
Azerbaydjan, 19 
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Babian, Gorun, 7 
Bar-Hebraeus, 10 
Barsegh (Ter), 194 
Barsegh, 203 

Bartholomew of Bologne, 12 
Berkri, 201, 202 
Bitlis, 127, 203 
Bmavor, 60, 194, 195 


Caesarea, 109,193,194 
Carswell (John), 13 
Cilicia, 24, 28, 197, 206, 208 
Constantin (son of Hovhannes), 208 
Constantin (son of king Leon), 208 
Constantine (lord of Kopitar), 37,56, 
197,199 

Constantine I, 36 

Constantinople, 14,163, 180,197 


Daniel, 109, 207 
Daout, 194 
David, 203, 209 
David (donor), 203, 204 
David (painter), 136 
Deghdzanavank, 196 
Djalalbek (Khoja), 205 
Djghavna Anapat, 74, 196 
Drazark, 73 
Dzak (vardapet), 209 


Edessa, 10 
Eghik, 206 

Eghnazar (Khoja), 203 
Elisabeth, 193 


Erevan, 203, 209 
Erzeroum, 136 
Erznka (Erzincan), 172, 196 
Esayi Ntchetsi, 64, 172 
Esukan (lady), 194,195 
Etchmiadzin, 197, 201, 203, 206, 
207, 209 

Eznik (vardapet), 210 


Fereidan, 13 
Frangul, 194,195 

Gamaghiel, 102, 210 
Gandzasar, 60 
Garni, 194,195 
Gaspar, 201 
Gharibdjan, 210 
Ginekants, 109, 208 
Giorgi Lasha, 60 
Gladzor, 64, 73, 172, 197 
Gnunik’, 133 
Gomats, 127, 203 
Grigor, 109, 195, 199, 200 
Grigor (deacon), 30, 33, 36, 207, 208 
Grigor (Khoja), 201, 207 
Grigor (son of Constantin of Kopitar), 
39, 197, 199 

Grigor of Skevra (painter), 30, 36, 207, 
208 

Grigor (so-called Infant), 197 
Grigoris, 156 

Grigoris of Aght’amar, 209 
Grigoris of Urfa, 209 
Gmer, 36 

Gulbenkian, Calouste (Foundation), 5, 
6,7, 175 
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Haghbat, 60 
Hakhik (Khoja), 206 
Hakob,196 

Hakob of Constantinople, 175, 193 
Hakob Djoughayetsi, 15 
Hakob of Etchmiadzine, 206 
Hakob of Julfa, 133,136, 144,156, 
200,201 

Hakob Megahabard, 184 
Hakob (Ter), 199 
Hakovb Paulos of Julfa, 205 
Halkam, 39, 197,199 
Harevan, 156 
Hayots T’ar, 195 
Hayrapet (copyist), 205 
Hayrapet (painter), 168,205, 206 
Het’oum 1,36,49 
Het’oum, 37,197,199 
Het’oum (of Lambron), 30 
Hohanes, 209 
Horomos, 194 

Hovanes (cavalier), 93,96, 205 
Hovanes (painter), 201, 202 
Hovasap’, 49 
Hovhanes, 96 

Hovhannes, 102,109, 175, 193,208 
Hovsep’, 144, 194, 195, 203, 204 
Hovsep’ of Aght’amar, 127 
Hovsep’ (Ter), 175,193 
Hromkla, 12, 28, 36 


Ignatios (donor), 208 
lgnatios (painter), 60, 61, 62, 64, 74, 
78, 102, 194, 195 
India, 19 
Indonesia, 19 

Isfahan, 200, 201, 202, 203, 205, 209 


John,36 

John of Kerni, 12 
Julfa (Old), 13, 133, 136, 200,205, 
206, 209 


Karapet (painter), 109 
Karapet (copyist), 206, 207 
Karapet of Berkri, 109,127 
Karapet (donor?), 61, 194, 195 
Karapet Khazarbek, 204 
Karapet of Salit’agh, 205 
Keghi, 136 
Keran (queen), 36 
Khaghbakian, 60 
Khanzat (lady), 204 


Kliatchatur (copyist), 109,199, 200, 
205 

Khatchatur (painter), 106 
Khatchatur (student of Martiros of 
Khizan), 131, 133,156, 175,209 
Khatchatur Djoughayetsi, 16 
Khatchatur Kesarestsi, 14,15, 184 
Khatchatur (bishop), 201 
Khatchik (Khoja), 175 
Khatchik (donor), 207 
Khatchik (lady), 195 
Khatchikian, Levon, 5 
Khdskonk’, 60, 195 
Khizan, 85, 96,102, 111, 112,124, 
127,131, 156, 209, 210 
Khondi, 203 
Khorishah, 74 
Khorodik, 136 
Khoy, 12 

Kirakos (donor), 194 

Kirakos (painter), 205 

Kirakos of Erznka, 196 

Kirakos of Tabriz, 74, 85, 88, 111, 196 

Kopitar, 37, 197, 199 

Kostand, 205 

Kostandil vardapet, 194 

Kostandin (painter), 30 

Kostandin, 93, 205 

Kostandin (or Kostendin), 197, 

199 

Ktouts, 109, 204 


Lankshen, 93, 205 
Lazarus, 200 
Leningrad, 73 
Leon (king), 37, 207, 208 
Levon, 37,107, 197, 199 
Lwow, 30, 33, 36, 163 


Mahmat Khondk’ar, 209 
Malezker, 109, 200 
Mamuk’a, 210 
Maragha, 12 
Marand, 12 

Margare (Macarius), 209 
Markos (donor), 202 
Markos (copyist), 206 
Markos (Ter)(scribe), 175,193 
Mart’ (lady), 209 
Martiros (restorer), 194 
Martiros (donor), 205 
Martiros (copyist), 206 
Martiros of Khizan, 127,131,156 


Mashkevor, 28,197 
Melik’aghi, 175 
Melik Erashon, 205 
Melik Shahnazar, 196 
Melk’eset’, 203 
Melk’iset’, 197 
Merkouz, John, 16 
Mesrob Ashjian, 7 
Mesrop, 203 

Mesrop of Khizan, 144,156, 203 
Minas, 109, 112, 160,194 
Minassian, Levon G., 5,7, 21,191 
Mirhasan, 209 
Mkrtitch (priest), 96 
Mkrtitch (painter), 106 
Mkrtitch Nakhash, 172 
MU), 30 

Mok’s, 109, 208, 209 
Momik, 78, 85, 197 
Mourad (sultan), 197 
Mourat, 201 
Movses, 203 

Muratsult’an (lady), 203 
Mush, 60 


Nahapet (copyist), 102,210 
Nahapet (catholicos), 206 
Nakhitchevan, 203, 209 
Narnghala, 201 
Nazar (Khoja), 163,175 
Nerses (of Lambron), 30 
New-Julfa, 13,175,184,193,195, 200, 
201, 206, 210 
Nikol, 196 
Noravank, 197 
Ntchetsi, Esayi, 64,172 


Ohanes, 204 

Ohanes Ter T’adeossian, 196 
Orbel, Iovane, see Orbelian, Ivane 
Orbelian, 60 

Orbelian, Ivane, 64,73, 205 
Orbelian, Step’annos, 64 
Orbelian, Tchesar, 74 
Oshin, 37, 207 
Oskan, 203 
Oskan (donor), 207 
Oskan (vardapet), 15 
Osrohene, 10 
Chords, 199, 200 


Paulos, 195 
Perugia, 57,195 


212 


Petros (Khoja), 197 

Shah Abbas, 13, 156,196,197,200,203 

Tghatikin (lady), 194, 195 

Petros of Salit’agh, 205 

Shahashah, 209 

Thomas Aquinas, 16 

Petros Samuelian, 210 

Shahastan, 194,195 

Thorossovitch, Jacob, 196 

Philipos (Ter), 201 

Shah Safou, 201 

Tikor, 195 

Philipposian, Step’anos, 207 

Shah Sefo, 203 

Timot’,57,195 

Philo, 16 

Shah Sultan Hussein, 206 

Tisserant (cardinal), 11 

Pidsak, Sargis, 37, 57,112, 207 

Shak’ar (lady), 199, 200 

Tiratur, 194, 195 

Pitchar, 74,196 

Sharafkhan, 204 

Top Kapi, 49,199 

Plato, 16 

Shekh, 199, 200 

T’oros the Philosopher, 73 

Porphyrus, 16 

Shosh, 200 

T’oros Roslin, 36, 199 

Posait, 196 

Shot’orkants, 60 

T’oros 1 Rubinian, 28 

Proshian, 60 

Simeon of Arjesh, 93 

T’oros of Taron, 205 


Simon the Rhetorician, 16 

T’orskan, 201 


Simon (son of Sargis), 202 

T’vnik, 136 

Rabbula, 78 

Sis. 36, 37,131, 197 


Rome, 12,57,195 

Siunik', 64, 74, 78, 88, 204, 205 


Rstakes, 200 

Skevra, 30, 36, 49, 199, 207 

Vagharsha(p)at, 207 

Ruben, 37, 197,199 

Smbat, 49 

Van, 109,124, 127,136, 204, 207 

Russia, 19 

Smpat, 199 

Varag, 136 


Step’annos, 193, 202, 203, 206 

Vardan, 28, 109, 197, 208 


Step’annos of Sebastia, 37 

Vaspurakan, 88, 93, 99, 106, 136, 205 

Safar (Khoja), 204 

Step’anos, 208 

Vegen called Vrt’anes, 74, 196 

Safraz (Khoja), 160 

Step’anos of Julfa, 163, 201 

Velidjan, 197 

Salmasd, 12 

Suk’ias, 208 

Vrt’anes, see Vegen 

Samuelian, Petros, 210 

Sultanieh, 12 


Sanam, 193 



Sargis, 144, 201,202, 207,209 


Zak’aria (bishop), 133 

Sargis of Khizan, 127 

Tabriz, 12, 20, 203, 209 

Zak’aria (catholicos), 207, 208 

Sargis (bishop), 209 

Tarsus, 30, 207, 208 

Zak’aria I of Aght’amar, 93, 205 

Sargis Mazman, 156 

T’at’ev (sic), 209 

Zak’arian, 60 

Sargis Mudghasi the Mahtesi, 208 

Tcharmahal, 13, 210 

Zak’arian, Ivane, 60 

Sargis Pidsak, 37,57, 112,207 

Ter-Avetissian, 5, 191 

Zak’arian, Zak’are, 60 

Senek’erimian, 74 

Teroun of Julfa, 197 

Zayenderood, 13 

Shaghavat, 209 

Ter T’adeossian, Ohanes, 196 
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21 — MS 57(161) Gospel, 13th century. Fol. 84v. Last Supper (15 x 4,5 cm) . 54 

22 — MS 57 (161) Gospel, 13th century. Fol. 89r. Judas returns the thirty pieces of silver. 

Jesus led to Judgement (15x5 cm) . 55 
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— MS 57 (161) Gospel, 13th century. Fol. 93r. Joseph of Arimathea asks for the body 

of Jesus (15x5 cm) . 58 

— MS 57 (161) Gospel, 13th century. Fol. 93v. Entombment (25 x 15,5 cm) . 47 

— MS 57 (161) Gospel, 13th century. Fol. 94v. Holy Women at the Sepulchre 

(15,5 x 12,5 cm) . 48 

— MS 57 (161) Gospel, 13th century. Fol. 97v. Portrait of Mark (22 x 14 cm) . 59 

— MS 57 (161) Gospel, 13th century. Fol. 151v. Portrait of Luke (21,5 x 13,5 cm) . 66 

— MS 57 (161) Gospel, 13th century. Fol. 152r. Beginning of the Gospel of Luke 

(25 x 20 cm) . 63 

— MS 57(161) Gospel, 13th century. Fol. 238v. Portraits of John and Prochoros 

(22,5 x 14 cm) . 67 

— MS57(161) Gospel, 13th century. Fol. 24lr. Baptism (14 x 8,5 cm) . 75 

— MS 57(161) Gospel, 13th century. Fol. 243r. Wedding at Cana (12 x 4,5 cm) . 76 

— MS 519 (42) Gospel dated 1329. Fol. lllv. Portrait of Mark (13,5 x 9,5 cm) . 77 

— Separate leaf, 14th century. Entombment . 68 

— MS 38 (39) Gospel dated 1310. Fol. lOlr. Beginning of the Gospel of Mark 

(the full page : 23,5 x 17,5 cm) . 79 

— MS 36 (156) Gospel dated 1236. Fol. 2r. Nativity (24 x 15,5 cm) . 69 

— MS 36 (156) Gospel dated 1236. Fol. 3v. Presentation at the Temple (24 x 15,5 cm) . 80 

— MS 36 (156) Gospel dated 1236. Fol. 5r. Raising of Lazarus (24 x 15,5 cm) . 81 

— MS 36 (156) Gospel dated 1236. Fol. 6v. Entry into Jerusalem (24 x 15,5 cm) . 82 

— MS 36 (156) Gospel dated 1236. Fol. 7r. Washing of the Feet (24 x 15,5 cm) . 70 

— MS 36 (156) Gospel dated 1236. Fol. 9r. Tomb guarded by soldiers (24 x 15,5 cm) . 83 

— MS 36 (156) Gospel dated 1236. Fol. 12v. Pentecost (24 x 15,5 cm) . 84 

— MS 36 (156) Gospel dated 1236. Fol. 13r. Christ enthroned (24 x 15,5 cm) . 86 

— MS 36 (156) Gospel dated 1236. Pol. 16v. Canon Table (25 x 19,5 cm) . 87 

— MS 36 (156)'Gospel dated 1236. Fol. 20v. Portrait of Matthew (23 x 16,5 cm) . 89 

— MS 36 (156) Gospel dated 1236. Fol. 124v. Portraits of Mark and of donors (26 x 17 cm) 71 

— MS 36 (156) Gospel dated 1236. Fol. 316v. Portraits of John and Prochoros (25 x 17 cm) 90 

— MS 477 (35) Gospel dated 1300. Fol. 8r. Canon Table (20,5 x 16,5 cm) . 91 

— MS 477 (35) Gospel dated 1300. Fol. lOr. Canon Table (20,5 x 16,5 cm) . 72 

— MS 477 (35) Gospel dated 1300. Fol. 158r. Beginning of the Gospel of Luke (22 x 17 cm) 92 

— MS 477 (35) Gospel dated 1300. Fol. 249r. Beginning of the Gospel of John (21 x 15 cm) 113 

— MS 47 (43) Gospel dated 1330. Fol. lv. Annunciation (18 x 11,5 cm) . 114 

— MS 47 (43) Gospel dated 1330. Fol. 2r. Nativity (18 x 11,5 cm) . 115 

— MS 47 (43)'Gospel dated 1330. Fol. 4r. Baptism (18 x 11,5 cm) . 94 

— MS 47 (43) Gospel dated 1330. Fol. 5v. Transfiguration (18 x 11,5 cm) . 95 

— MS 47 (43) Gospel dated 1330. Fol. 6r. Entry into Jerusalem (18 x 11,5 cm) . 97 

— MS 47 (43). Gospel dated 1330. Fol. 8r. Crucifixion (18 x 11,5 cm) . 98 

— MS 47 (43) Gospel dated 1330. Fol. 9v. Entombment (18 x 11,5 cm) . 100 

— MS 47 (43) Gospel dated 1330. Fol. lOr. Holy Women at the Sepulchre (18, 11,5 cm) .... 101 

— MS 47 (43) Gospel dated 1330. Fol. 12r. Pentecost (18 x 11,5 cm) . 116 

— MS 47 (43) Gospel dated 1330. Fol. 15v. Canon Table (21,5 x 16 cm) . 103 
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61 — MS 47 f 43) Gospel dated 1330. Fol. 23v. Portrait of Matthew (19 x 12 cm) . 104 

62 — MS 47 (43) Gospel dated 1330. Fol. 219v. Portraits of John and Prochoros (18 x 11,5 cm) 117 

63 - MS 47 (43) Gospel dated 1330. Fol. 220r. Beginning of the Gospel of John (21 x 12 cm) 118 

64 — MS 481 (44) Gospel dated 1330. Fol. 5r. Canon Table (t 22 x 16 cm) . 105 

65 — MS 481 (44) Gospel dated 1330. Fol. 8v. Baptism (22,5 x 17 cm) . 107 

66 — MS 481 (44) Gospel dated 1330. Fol. 9r. Portraits of the donors Kostandin and 

Avak’tikin (22x 15,5 cm) . 119 

67 — MS 481 (44) Gospel dated 1330. Fol. 9v. Portrait of Hovanes, son of the donors 

(22x15,5 cm) . 120 

68 — MS 481 (44) Gospel dated 1330. Fol. 1 Or. Portraits of the wife and the sister of 

Hovanes (21,5 x 15,5 cm) . 145 

69 — MS 404 (172) Gospel illustrated in 1362. Fol. 1 v. Nativity (30 x 22 cm) . 146 

70 - MS 404 (172) Gospel illustrated in 1362. Fol. 2r. Presentation at the Temple 

(27,5x20 cm) . 108 

71 — MS 404 (172) Gospel illustrated in 1362. Fol. 2v. Baptism (26 x 18 cm) . 110 

72 - MS 404 (172) Gospel illustrated in 1362. Fol. 3v. Wedding at Cana. Jesus walking 

on the waters (26,5 x 21 cm) . 121 

73 - MS 404 (172) Gospel illustrated in 1362. Fol. 7r. Healing of the Paralytic. Raising 

of Lazarus (27 x 20 cm) . 122 

74 - MS 404 (172) Gospel illustrated in 1362. Fol. 7v. Entry into Jerusalem. Washing of 

the Feet (27x 20 cm) . 123 

75 - MS 404 (172) Gospel illustrated in 1362. Fol. 4r. Betrayal. Pilate washes his hands. 

Jesus before the high priest (28 x 20 cm) . 125 

76 - MS 404 (172) Gospel illustrated in 1362. Fol. 4v. Crucifixion. Harrowing of Hell 

(29x20 cm) . 126 

77 — MS 404 (172) Gospel illustrated in 1362. Fol. 5r. Holy Women at the Sepulchre 

(26 x 20 cm) . 128 

78 — MS 404 (172) Gospel illustrated in 1362. Fol. 6v. Christ enthroned and donors 

(27,5 x 20 cm) . 147 

79 - MS 689 (II150) Gospel dated 1391. Fol. 5r. Sacrifice of Isaac (26 x 17,5 cm) . 129 

80 — MS 689 (II150) Gospel dated 1391. Fol. 12r. Entombment. Harrowing of Hell 

(27x 17,5 cm) . 130 

81 — MS 689 (II150) Gospel dated 1391. Fol. 12v. Holy Women at the Sepulchre 

(26 x 17,5 cm) . 132 

82 - MS 689(11150) Gospel dated 1391. Fol. 13v. Ascension (26 x 17,5 cm) . 134 

83 — MS 26 (36) Gospel illustrated in the 15th century. Fol. 4v. Annunciation (19 x 11 cm) ... 148 

84 — MS 26 (36) Gospel illustrated in the 15th century. Fol. 7r. Baptism (19 x 11 cm) . 135 

85 — MS 26 (36) Gospel illustrated in the 15th century. Fol. 14v. Triumphal Cross and donors 

(19x11 cm) . 137 

86 - MS 26 (36) Gospel illustrated in the 15th century. Fol. 15r. Last Judgement (19x11 cm) 138 

87 — MS 26 (36) Gospel illustrated in the 15th century. Fol. 22v. Portrait of Matthew 

(19x11 cm) . 139 

88 — MS 559 (54) Gospel dated 1447. Fol. 3r. Raising of Lazarus (18,5 x 11,7 cm) . 140 
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89 — MS 559 (54) Gospel dated 1447. Fol. 7r. Entombment. Harrowing of Hell 

(18,5x 11,7cm) . 142 

90 - MS 163(211) Lectionary dated 1457. Fol. 182v. Holy Women at the Sepulchre 

(25x15 cm) . 143 

91 — MS 163(211) Lectionary dated 1457. Fol. 355v. Pentecost (27x 15 cm) . 157 

92 - MS 529 (58) Gospel dated 1460. Fol. 163v. Portrait of Luke (19,5 x 12 cm) . 158 

93 — MS 476(62) Gospel dated 1472. Fol. 4r. Adoration of the Magif 15 x 10 cm) . 159 

94 — MS 476 (62) Gospel dated 1472. Fol. 9v. Holy Women at the Sepulchre (15 x 10 cm) .... 161 

95 — MS 471 (96) Gospel dated 1587. Fol. 7v. Presentation at the Temple (14,5 x 9,5 cm) .... 162 

96 — MS 471 (96) Gospel dated 1587. Fol. 107v - 108r. Mark writing under the dictation 

of Peter. Beginning of the Gospel of Mark (fol. 107v : 12,5 x 9 cm) . 164 

97 — MS 670 (104) Gospel dated 1605. Fol. 12v. Entombment (13,7x 9,3 cm) . 165 

98 — MS 396 (105) Gospel dated 1607. Fol. lv. Annunciation (17,3 x 12,3 cm) . 149 

99 - MS 396 (105) Gospel dated 1607. Fol. 2r. Nativity (17,3 x 12,3 cm) . 150 

100 — MS 396 (105) Gospel dated 1607. Fol. 3v. Presentation at the Temple (19 x 14 cm) . 166 

101 — MS 396 (105) Gospel dated 1607. Fol. 5v. Transfiguration (20 x 12,3 cm) . 167 

102 — MS 396 (105) Gospel dated 1607. Fol. 7v. Entry into Jerusalem (17,7 x 12,3 cm) . 169 

103 — MS 396 (105) Gospel dated 1607. Fol. 8r. Washing of the Feet (19,5 x 14 cm) . 170 

104 - MS 396 (105) Gospel dated 1607. Fol. 1 Or. Crucifixion (20,6 x 12,3 cm) . 171 

105 — MS 396 (105) Gospel dated 1607. Fol. llv. Harrowing of Hell (20,3 x 12,3 cm) . 173 

106 - MS 396 (105) Gospel dated 1607. Fol. 12r. Holy Women at the Sepulchre 

(22,2 x 12,3 cm) . 174 

107 — MS 396 (105) Gospel dated 1607. Fol. 21v. Canon Table (21,5 x 15 cm) . 176 

108 — MS 396 (105) Gospel dated 1607. Fol. 27v. Portrait of Matthew (21 x 15 cm) . 151 

109 - MS 396 (105) Gospel dated 1607. Fol. 197v. Portraits of John and Prochoros 

(21x16 cm) . 177 

110 — MS 412(106) Gospel dated 1607. Fol. 4r. Nativity (±17 x 12 cm) . 178 

111 — MS 412 (106) Gospel dated 1607. Fol. 15v. Ascension (± 17 x 12 cm) . 179 

112 - MS 412(106) Gospel dated 1607. Fol. 18r. Christ enthroned. Weighing of Souls 

(±27 x 21 cm) . 152 

113 — MS 466 (241) Menologion dated 1630. Fol. 4v. Triumphal Cross and donors. 

Ordination scene (29 x 18,5 cm) . 181 

114 - MS 466(241) Menologion dated 1630. Fol. 270v. Adoration of the Magi (30 x 22 cm) ... 182 

115 — MS 398(116) Gospel dated 1634. Fol. 18v. Ascension (16 x 11 cm) . 183 

116 — MS 512 (250) Menologion dated 1661. Fol. 188v. Resurrection (28 x 17 cm) . 185 

117 - MS 15(1) Bible dated 1662. Fol. lOv. Scenes from Genesis (19 x 13,7 cm) . 153 

118 — MS 15 (1) Bible dated 1662. Fol. 12r. First page of the Book of Genesis (26,5 x 20 cm) .. 154 

119 — MS 15 (1) Bible dated 1662. Fol. 453v. Portrait of Matthew (18,7 x 13,7 cm) . 155 

120 — MS 15 (1) Bible dated 1662. Fol. 468v. Portrait of Mark (19 x 13,5 cm) . 186 

121 - MS 15 (1) Bible dated 1662. Fol. 481v. Portrait of Luke (18,5 x 13,5 cm) . 188 

122 - MS 15 (1) Bible dated 1662. Fol. 498v Portraits of John and Prochoros (18,7 x 13,5 cm) . 189 

123 — MS 506 (316) Missal dated 1687. Fol. 2v. Bishop and deacons (28,5 x 15,5 cm) . 190 

124 — MS 516 (149) Gospel dated 1696. Fol. 5v. Presentation at the Temple (13,6 x 9,3 cm) .. . 192 
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